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ABSTRACT 
The arts are transforming the field of grassroots peacebuilding and conflict resolution, yet dance 
is often underutilized in comparison to the other arts. However, this thesis argues that two core 
components of dance – choreography and outreach dance education – are not only viable tools 
for peacebuilding, but by their nature, more adept at dealing with the relational and 
psychological components of conflict often left untouched by the other arts and traditional 
conflict resolution. This is due to dance’s focus on the body, and its relation to others in space, 
which is intrinsic to the building and healing of relationships. Dance also requires no coherent 
spoken language or accessory tool to be accomplished, and is already present in the traditions 
and rituals of most cultures. Looking towards examples from the Arab-Israeli conflict, the author 
explores the way dance choreography is employed to raise awareness of, change perception of, 
and build understanding in conflict, and then how grassroots encounter programs use dance to 
move beyond conflict examination, to initiate efforts towards peacebuilding. The research is 
based on studies throughout a semester abroad in Israel. Specifically, drawing on involvement in 
a two-week residency conducted by the dance outreach organization, “Minds in Motion”, and 
their encounter work between Jewish and Arab communities in central Israel. It also reflects on a 
personal choreographic process addressing the Arab-Israeli conflict; investigating how dance can 
be used to create an open space where a variety of narratives can be explored, universal themes 
relating to conflict and resolution can be understood, and perceptions can be transformed.  
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Introduction 
“It can transcend and break through many barriers that other things cannot do. It can be 
political, religious, and has a social connection. Art is desperately needed right now.” 
 –Akram Khan 
 The arts are often viewed as a superfluous component of society; a luxury to be enjoyed, 
but not a vital entity to the establishment of a functional and stable community. However, this 
interpretation fails to take into account that the arts are key to building the culture of a society. 
Culture, in turn, constructs the identity, rituals, and beliefs, which shape a people or nation. The 
arts are thus key to our understanding of ourselves, and others, and dictate how we relate to each 
other. The arts are a natural vehicle for expression, whose power transcends the capabilities of 
everyday interaction, and thus provides a means for generating deeper communication. Hence, 
the arts should be understood not as extraneous but as an essential foundation to society. Thus, 
when there are cracks in that foundation, we should be using all our tools, including the arts, to 
diagnose the problem and repair the fissures.  
 Intractable conflict is defined by conflict scholars, Rafi Nets-Zehngut and Daniel Bar-
Tal, as protracted, violent, central to public political agendas, fundamental to the goals of society 
and identity, and requiring extensive psychological and material investments, and psychological 
adaptations at individual and collective levels.1 In large-scale, complex, prolonged conflicts such 
as these, policy-makers and the media often focus on the conflict as a whole, looking toward the 
leadership and top-down efforts towards conflict resolution, thus washing over the effects of the 
conflict at the level of everyday life. Nets-Zehngut and Bar-Tal also highlight the psychological 
investments and scaring that results from intractable conflict. Without tackling this component of 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 Daniel Bar-Tal and Rafi Nets-Zehngut, “The Intractable Israeli-Palestinian Conflict and Possible Pathways to 
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conflict, any large-scale negotiated agreement or resolution will prove to be hollow, and lack the 
ability to foster long-term stability. Nets-Zehngut and Bar-Tal proceed to break down the 
psychological dynamics of conflict into three core categories: “Collective Memory of Conflict”, 
“Ethos of Conflict”, and “Collective Emotional Orientation of Conflict”.2 Collective Memory of 
Conflict is the manner in which each nation has developed their own, black and white, 
understanding of the conflict.3 To address this, they argue that both nations must recognize the 
two collective memories and revise their understanding of their own past creating a new, shared 
narrative of the conflict.4 It is important to understand that a shared narrative does not necessarily 
mean a complete merger of both people’s histories but instead the act of acknowledging the 
presence and validity of the other’s narrative; creating a shared narrative means recognizing and 
teaching that their are multiple truths that led to the current situation. The second component, 
ethos, deals with each nation’s individual societal beliefs relating to justness of goals, security, 
patriotism, unity, peace, positive collective in-group images, victimization of themselves and 
demoralization of the other.5 To shift one’s ethos there must be a change of goals, an 
acknowledgment of one’s own wrongdoing, a humanization versus de-legitimization of the 
other, and an incorporation of a more realistic and multidimensional concept of peace.6 The final 
psychological component of intractable conflict deals with emotional orientation, and concerns 
the emotions shared by society, and the large role fear plays in orchestrating those emotions.7 
Hence, to move forward, there must be a reduction of collective fear, hatred, and anger, replaced 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
2 Bar-Tal, “The Intractable Israeli-Palestinian Conflict and Possible Pathways to Peace”, 4.  
3 Ibid, 4.  
4 Ibid, 6. 
5 Ibid, 4. 
6 Ibid, 6. 
7 Ibid, 5. 
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by an evolution of collective trust, mutual acceptance, and hope for peace.8 These three core 
components deal with both the collective psyche and individual psyche, reminding us that 
intractable conflict occurs on a group and individual level, and efforts towards ending conflict 
thus must be achieved within the individual, within the individual nation or people, and finally 
between the two nations or peoples.  
Peacebuilding, as defined by John Paul Lederach, esteemed scholar and professor in the 
field of International Peacebuilding, involves the “termination of something undesired – violent 
conflict – and the building of something desired. It is about change and construction”.9 In her 
study on the arts and peacebuilding, Dena L Hawes, hones in on Lederach’s definition, defining 
the building he describes as relational: “peacebuilding intervention shifts away from resolution 
of issues and towards the restoration and improvement of relationships,” she explains. It is 
“focused on tangible steps toward structural change through relational and behavioral changes 
between conflict groups”.10 This focus on relationships aligns with the psychological components 
of intractable conflict highlighted by Kuriansky. It also focuses on grassroots efforts and change 
at the local level. Lederach emphasized that peacebuilding is effective not when implemented by 
people in power, but through people at the local level. He claims that there needs to be “a notion 
of responsibility” in place, which allows all people to see themselves as actors and thus 
recognize, “that we are all responsible, not just leaders for the structure they create”.11 Due to its 
local and relational nature, it is unrealistic to assume that there will be some wide-scale, 
overarching resolution that will result. Peacebuilding requires patience, persistence, and 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
8 Ibid, 6.	  
9 Dena L. Hawes, Why Art Matters: Artists and Peacebuilding. (Saarbrücken: VDM 
Verlag, 2009), 18.  
10 Ibid. 
11 Lederach in Tali Elisha, “Cooking, Climbing, Camping, and other Creative Cooperations between Palestinians 
and Jews”, in Beyond Bullets and Bombs: Grassroots Peacebuilding between Israelis and Palestinians. ed. Judy 
Kuriansky. (Westport: Praeger, 2007), 239.	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optimism. However, the grassroots nature of Lederachian peacebuilding allows it to connect with 
the people and not just the elite conflict processes. Grassroots peacebuilding involves smaller, 
yet stronger, bonds, which when multiplied, will result in a tighter foundation for a lasting peace. 
In the words of German educator, Hermann Rohrs, “seen against the progress of human 
history…making society a more humane place is a task which can by its very nature only be 
accomplished in tiny stages”.12 
Encounter programs involve intergroup meetings between peoples in conflict. They 
usually focus on either conflict resolution or human relations and coexistence. Human relations 
workshops focus on the psychological experience of encounter, often isolating what participants 
have in common and encouraging cooperation through the fostering of relationships, but straying 
away from inflammatory conflict subjects. In contrast, conflict resolution encounters do not 
dwell on personal relations but instead see participants as representatives for their collective 
group and work to foster debate and discussion surrounding conflict issues in order to formulate 
common goals. These two tactics can also be defined as the “contact hypothesis” versus the 
“categorized” or “confrontational” approach. The contact hypothesis claims that “conflict is a 
result of a lack of information about each other and that personal connection and interaction 
between them on a personal basis can reduce their hatred for one another and preexisting 
stereotypes they have about one another”.13 However, this approach is often criticized because it 
unrealistically ignores the conflict altogether. Consequently, the “confrontational approach” 
veers towards the opposite tactic, stating “the encounter will be useful and reduce stereotypes not 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
12 Karen Doubilet, “Alice in the Holy Land: Dramatic Discoveries of Arab and Jewish Youth in Peace Child Israel”, 
in Beyond Bullets and Bombs: Grassroots Peacebuilding between Israelis and Palestinians. ed. Judy 
Kuriansky. (Westport: Praeger, 2007), 195. 
13 Rabah Halabi and Nava Sonnenschein, “School for Peace: Between Hard Reality and the Jewish-Palestinian 
Encounters”, in Beyond Bullets and Bombs: Grassroots Peacebuilding between Israelis and Palestinians. ed. Judy 
Kuriansky. (Westport: Praeger, 2007), 279. 
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when the group identity is minimalized but, rather, when it is emphasized…generalized to real 
life outside the group”.14 As opposed to interpersonal relations, these encounters focus on 
national identities, power relations, and core conflict issues.15 However, deficiencies in this 
method have also been pointed out, including pigeonholing participants into fixed categories or 
identities, thus inadvertently strengthening an “in-group-out-group schema”.16 To resolve this, a 
third method, called a “mixed model”, is now utilized in intergroup encounters: “This approach 
includes both categorization and decategorization techniques, addressing interpersonal and 
political-intergroup dynamics”.17 Time is allotted for both addressing similarities and relating 
based on collective identities to address conflict matters. Also, it is important to remember that 
despite the method, an encounter program is most effective if it is set up in such a manner that 
there is equal status between both groups.  
The Arts, with their ability to cross lingual, cultural, ethnic, and religious boundaries, 
and amply demonstrated aptitude for building and reshaping culture, can provide an effective 
tool for implementing peacebuilding initiatives. There is an innate human understanding and 
relation to the arts that allows the arts to transcend normal boundaries, “There is something about 
dance, music, theater and ritual that needs no translating”.18 In their book, Contemporary Conflict 
Resolution, Ramsbotham, Woodhouse, and Miall, point to the unique ability of the arts to bring 
people together through a common interest and to provide room for personal and communal 
growth, in a safe and nurturing environment.19 Isolating commonalities is a key starting point in 
rebuilding relationships and restructuring understanding of the other. The arts can provide that 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
14 Ibid. 
15 Edie Maddy-Weitzman, “Coping with Crisis: Seeds of Peace and the Intifada”, in Beyond Bullets and Bombs: 
Grassroots Peacebuilding between Israelis and Palestinians. ed. Judy Kuriansky. (Westport: Praeger, 2007), 205.	  	  
16 Ibid. 
17 Ibid.	  
18 Hawes, Why Art Matters: Artists and Peacebuilding, 44. 
19 Oliver Ramsbotham, Tom Woodhouse, and Hugh Miall. Contemporary Conflict Resolution: 
The Prevention, Management and Transformation of Deadly Conflicts. 3rd ed. (Cambridge: Polity, 2011), 358. 
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common platform as a basis to recognize other commonalities shared between conflicting 
peoples.  
The arts can also adapt to address many areas of conflict resolution that are untouched by 
traditional methods of intervention, including, “lack of accommodation for negative emotions, 
non-utilization of the potential to inspire empathy and connectedness among members of 
conflicting parties, emphasis on finding solutions to interest-or needs-based problems, leaving 
the potential for transformed, improved relationships and personal growth between parties 
virtually untapped, lack of accessibility, inflexibility in time frame”.20 In traditional 
interventions, emotional input is usually restricted out of fear that the negative sentiments could 
limit constructive discussion. But processing emotions, especially negative emotions, is a 
necessary component of healing, which, when overlooked, can be damaging in the future. The 
arts often provide the safe space that is conducive to exploring negative emotions: a space where 
people can be open versus succumbing to the tendency to take offense or point blame. The arts 
also provide room for self-reflection, which is one of the first steps for building empathy. 
Inspiring empathy between conflicting parties is necessary because it ensures that participants 
acknowledge the struggles of the opposing party, and justifies their mutual right to voice their 
concerns. The arts also provide greater accessibility. In many traditional forms of intervention 
there is a restricted or limited participation, often based on credentials. In contrast, arts initiatives 
are usually open to the public. Even those not involved in the intervention can share in the 
experience because art interventions often culminate with some form of visual display or 
performance. Lastly, arts initiatives are often more flexible in time frame, as they are open to 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
20 Hawes, Why Art Matters: Artists and Peacebuilding, 13.	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adjustments throughout the process, whereas standard interventions usually maintain a strict 
protocol.  
The arts can be employed in multiple spheres of peacebuilding. They can be used as a 
form of therapy, to focus on healing the psychological wounds, or physical wounds, inflicted on 
an individual or group living in, or escaping, an area of conflict. For instance, a drama initiative 
run by a British NGO in Amman, Jordan, helped more than sixty female Syrian refugees come to 
terms with their recent dislocation and losses. Using Euripides's “The Trojan Women”, the 
refugees compared their stories to the ancient text, eventually producing it into a full-length 
production, interweaving the original text with dramatizations of their real experiences.21 This 
theatrical experience empowered the women by enabling them to share their stories and relate 
their experiences to the experiences of others: “Empowerment is the restoration of an 
individual’s sense of strength and value, improving his or her ability to deal with problems and 
make decisions”.22 Scholars, such as Lederach and Kuriansky, argue that restoration of a sense of 
self and empowerment creates individual healing, which are necessary first before effective 
relational healing can take place. 
 The arts can also be used at a grassroots level to foster inclusion, cohesion, cooperation, 
and the cultivating of new relationships. Or they can be utilized in their purest state, as an art 
form, which can aid in emotional healing through catharsis, raise awareness of conflict and offer 
a platform for re-envisioning and understanding a conflict and its opposing narratives, and 
finally, resulting in a means to promote dialogue. Through large scale, highly publicized 
performances, art can even move beyond local dialogue to impact leaders on a national level, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
21 Schneider, Cynthia P. "What Woman Was Ever Born to Such Misfortune." The Brookings Institution. 
22 Hawes, Why Art Matters: Artists and Peacebuilding, 19. 
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“Art cannot change the world, but it can contribute to changing the consciousness and drives of 
the men and women who can change the world”.23 
Dance, the art of movement, is often undervalued in the field of peacebuilding. Initiatives 
involving music, theater, visual art, and literature are utilized much more often than dance. This 
might be because dance is seen as less accessible, sometimes conflicting with religious/moral 
values, and requiring more training to implement. However, dance, with its focus on the human 
body and its relation to others in space, is unique, compared to other art forms, in its potential for 
healing and building relationships. Dance also requires no accessory object, such as a paintbrush 
or flute; its instrument is the body itself. It also does not require a cohesive spoken language or 
the necessity of translation, which is often required in an art form like theater or film. Even more 
importantly, dance often lies at the root of many cultures, expressing the identities of peoples and 
tribes. It holds the history, rituals, and traditions of communities, and thus can be used to elicit 
knowledge and modes of conflict resolution specific to the communities in conflict.  
Dance, as discussed with the arts in general, has been applied in three main ways to 
address conflict: through choreography, movement therapy, and dance-based grass roots 
initiatives. Historically, dancers and choreographers, as well as artists in a variety of fields, have 
not been afraid to engage with political conflicts. One of the most famous ballets of the 20th 
Century is Kurt Jooss’ “Green Table”, which was created between the two World Wars, and 
became an iconic satire symbolizing the futility of war, during a time period when war was often 
embraced and celebrated. Choreography today continues to tackle and expose current conflict, 
and promote dialogue on important political issues. For instance, the world-renowned dance 
company, Alvin Ailey, features a work in its current season by emerging choreographer, Kyle 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
23 Ibid, 49.	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Abraham. The piece, “Untitled America”, explores the lasting impact of the prison system on 
individuals and their families.  
The second way in which scholars have implemented and researched dance, in the 
context of conflict and peacebuilding, is through the study of movement therapy. In Marian 
Liebmann’s book, Arts Approaches to Conflict, only one chapter out of seventeen is dedicated to 
“movement”. The chapter is written by Karen Callaghan, and addresses how movement therapy 
can be used to help victims of torture. Callaghan pointed out how dance, with its focus on the 
body, provided a unique tool for helping torture victims, because the body was the main point of 
attack – both in terms of harm to one’s literal body, and damage to the symbolic body of a 
community in conflict.24 Movement therapy allowed people who experienced torture to 
reconnect their minds with their bodies, and then transform their bodies from victims to vehicles 
of expression, especially for situations, in which words no longer became adequate modes of 
communication. Movement therapy is especially useful for dealing with emotions which are 
often hidden or locked away in victims of conflict, “Dance and movement can arouse emotions 
held within the body, and without being processed, these emotions can be harmful to a mover 
and actually retrigger negative psychological reactions to the traumatic experiences”.25 However, 
it is important to distinguish that movement therapy, while still incorporating elements of dance, 
is relating to dance from a medical or psychological standpoint and not necessarily in an artistic 
sense.26   
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
24 Marian Liebmann. Arts Approaches to Conflict. (London: Jessica Kingsley, 1996), 252. 
25 Maria Niños. “Dance, Movement, and Performance with Israeli and Palestinian Children Living in War Conflict,” 
(Chicago: Columbia College, 2014): 23. 
26 This is not to say that there is no artistry in movement therapy. Patients often create their own dances to explain or 
examine past experiences. However, it focuses on gesture and basic movement exploration, versus a codified 
movement vocabulary or technique, which is usually required in dance outreach and choreography.  
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The final application of dance, and this paper argues most effective tool in terms of 
peacebuilding at a local level, is through grassroots dance initiatives. Multiple organizations have 
cropped up in the past decade aiming to promote peacebuilding ideals by teaching dance as a 
means to develop confidence, self-worth, discipline, determination, and promote cooperation and 
social consciousness. These organizations are usually aimed for at-risk youth in communities 
throughout the United States and abroad. The National Dance Institute in New York City, 
Danceworks Mad Hot Ballroom in Milwaukee, Minds in Motion in Richmond, Virginia, and 
Kids Dance Outreach, in Indianapolis, Indiana are just a handful of organizations that integrate 
these dance programs into the school day, as part of the students’ curriculum. Meanwhile, other 
organizations work to bring dance abroad, such as Movement Exchange, which is organized into 
different chapters at Universities across the United States. Movement Exchange’s “dance 
diplomats” work within their region, as well as take part in trips to Panama and India to foster 
cross-cultural understanding, civic engagement, social equality, inclusion, and creative 
expression through sustainable dance education.27 However, while effective in aiding and 
empowering at risk youth, and promoting ideals of peace, most of these organizations have not 
worked to address regions of intractable conflict, or bring together youth/communities from 
opposing sides of conflict. Integrating dance into a location of intractable conflict and using 
dance not only to rebuild the individual psyche, but also the collective psyche, and engaging it to 
redefine understanding of the other, by creating something together, is what I will be focusing on 
later in this thesis.  
The Arab-Israeli Conflict and/or Israeli-Palestinian conflict is a prime example of an 
intractable conflict, which has reached such a state of stagnancy and animosity, that it needs to 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
27 "About Us: Uniting Dance and Service," Movement Exchange. http://movementexchanges.org/about/, (Mar. 11, 
2016). 
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be addressed not only more creatively, but also in a manner that reconnects the people of the 
conflict to the politics that surround it. The conflict, which I will not delve into in great detail, 
can be traced back to the British Mandate period, and contradictory promises made by the British 
to the Zionists and Arabs, concerning the control of the area then known as Palestine. After the 
UN took over the territory from Britain, they proposed a two-state solution, which was accepted 
by the Jews but rejected by the Arabs. Despite this, David Ben Gurion proceeded to declare the 
foundation of an independent Israeli State, which led to the 1948 War, known to Israelis as 
“Milchemet HaAtzma'ut” or the “War of Independence” and to Palestinians as “Al-Nakba” or 
“The Catastrophe”. Egypt, Syria, Lebanon and Jordan invaded but were beaten back, and instead 
a 1949 Armistice was put in place that extended the area the UN originally promised to the Jews. 
An estimated 726,000 Palestinians were displaced and became refugees, often ending up in 
refugee camps in bordering Arab countries.28 Approximately one-third fled to the West Bank, 
one-third fled to the Gaza Strip, and most of the remaining third went to Jordan, Lebanon, and 
Syria.29 Tensions continued to build, leading up to the 1967, Six-day War, in which neighboring 
Arab countries planned a joint attack on Israel, and Israel chose to pre-emptively strike first. 
Israel gained control of the West Bank, Gaza Strip, East Jerusalem, the Golan Heights, and the 
Sinai Peninsula (which was later returned in a peace deal with Egypt). This created an even 
greater Palestinian refugee dilemma and led to many issues still being addressed today, including 
the challenge of mutual recognition, the question of right to return, the legitimacy of borders, as 
well as security, water rights, and the status of Jerusalem. The next few decades would bring 
further conflict with the Yom Kippur War (1973), Israeli invasion of Lebanon (1982), and the 
First Intifada (1987). A hopeful moment in the tumultuous conflict transpired in 1993, as Yasser 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
28 This number is contested, with Israeli sources often claiming it to be lower and Palestinian researchers often 
claiming it to be higher.  
29 "Palestinian Refugees: An Overview." Palestinian Refugee ResearchNet. http://prrn.mcgill.ca/background/. 
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Arafat and Itzaak Rabin signed the Oslo Peace Accords, leading to the formation of the 
Palestinian Authority in Gaza and parts of West Bank. However, many factors, including the 
assassination of Rabin by an Israeli extremist, the excessive violence used against Arab 
protestors during the Second Intifada, a rise in suicide bombings against Israeli civilians, Israeli 
settlement building, the construction of the separation barrier, and the Gaza wars, led to the 
breakdown of progress made during the 1990s.  
It is also important to mention specifics regarding the nature of the conflict within Israel, 
especially concerning the status of the approximately 150,000 Arabs30 who remained in the area 
that would become the State of Israel in 1948. These Arabs were granted Israeli citizenship and 
the right to vote, but living in a society, which described itself as a “Jewish State”, often led to 
their treatment as second-class citizens. “Until 1966 most of them were subject to a military 
government that restricted their movement and other rights”.31 On October 29, 1956, the eve of 
the Suez Crisis, an important event, which came to be known as the “Kfar Kassem Massacre”, 
transpired and demonstrated their second-class treatment. After issuing a wartime curfew that 
afternoon, which many Arabs returning from work would not yet be aware of, Israeli border 
police were ordered to shoot anyone in violation of the curfew. The result was the death of forty-
nine innocent Israeli-Arabs. It was not until 2007, under Israeli President Shimon Peres, that a 
formal apology was issued.32 Another major issue facing the Israeli-Arab population was land 
confiscation, “About 40 percent of their lands were confiscated by the state and used for 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
30 Joel Beinin and Lisa Hajjar, “Primer on Palestine, Israel and the Arab-Israeli Conflict.” Middle East Research and 
Information Project. 2014. http://www.merip.org/primer-palestine-israel-arab-israeli-conflict-
new#Palestinian%20Citizens%20of%20Israel, (Feb. 27, 2016). 
31 Ibid.	  
32 “Kafr Qasim Massacre,” Wikipedia, Wikimedia Foundation, 12 Jan. 2016, 
https://en.wikipedia.org/wiki/Kafr_Qasim_massacre, (27 Feb. 2016). 
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development projects that benefited Jews primarily or exclusively”.33 One important reaction to 
this occurred on March 30, 1976. Known as “Land Day” in English, “Yom Al-Ard” in Arabic, 
and “Yom HaAdama” in Hebrew, the event continues to be marked by Arabs within Israel and 
all over the world, and is crucially noted as the first collective Arab effort, since 1948, to create 
an organized response to Israeli policies.34 To protest continuing confiscation of Arab lands, the 
Israeli-Arab community called a general strike and marches of protest in Arab towns. In 
subsequent confrontations with the Israeli Army six unarmed Arabs citizens were killed, and 
hundreds were wounded and arrested35. Another important event within the Israeli-Arab 
community occurred near the beginning of the Second Intifada. Known as the “October 2000 
events” or “October Ignition”, Arab villages in Northern Israel conducted a series of protests, 
which escalated into riots and confrontations with Israeli police forces, resulting in the death of 
thirteen Israeli-Arab citizens.36 
Currently, the country continues to suffer from majority-minority tensions. Israel often 
finds itself in a dilemma, caught between its identity as a Jewish state, yet also a democratic 
state. While the majority of Israeli-Arabs are Muslim (approx. 80%),37 there are also 
communities of Druze and Christian Arabs. Israeli-Arabs and Israeli-Jews remain largely self-
segregated. Arab-Israelis live mostly in towns and villages in the North Galilee, south of the 
northeast Negev, and in the Little Triangle in central Israel. There are certain cities, including 
Haifa, Jaffa, Acre, Karmiel, Lod, and Ramla, where there is a large Arab presence, yet the 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
33 Joel Beinin and Lisa Hajjar, “Primer on Palestine, Israel and the Arab-Israeli Conflict.” 
34 Ibid. 
35 Ibid 
36 "A Decade since the October 2000 Events: "The Country Shook" – Has the Dust Settled?" 
Konrad-Adenauer-Stiftung-Israel Office. Konrad-Adenauer-Stiftung, 13 Dec. 2010, 
http://www.kas.de/israel/en/publications/21433/, (27 Feb. 2016). 
37 Reiter, Yitzhak. “Israel Studies an Anthology: Israel and its Arab Minority.” Jewish Virtual 
Library. May 2009. Accessed April 15, 2016. 
https://www.jewishvirtuallibrary.org/jsource/isdf/text/reiter.html. 
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neighborhoods within these cities continue to remain self-segregated between Jews and Arabs.38 
There are a few exceptions: “Joint municipalities have been established between Jewish Ma’a lot 
and Arab Tarshiha and the Arab-Jewish community of Neve-Shalom”.39 Since the Arab and 
Jewish populations remained largely isolated they also developed distinct school systems, which 
led to separate educational streams within public schools. This often reinforces the separate 
collective narratives and broadens the gap of misunderstanding between the two peoples. In 
addition, while both Hebrew and Arabic are requirements under both public school systems, 
students take most of their courses in their mother tongue, thus creating a prevalent language 
barrier as well. There is also a double standard due to the fact that Hebrew is the official 
language; therefore, in order to study at prominent Universities within Israel, Arab students must 
be highly proficient in Hebrew. In recent years, however, there are a few schools and 
kindergartens, such as Hand-in-Hand40, which offer opportunities to learn with the other in a 
fully integrated school setting. There is also a growing Arab presence in the Israeli parliament, 
the Knesset. Yet, this growth parallels the growth of the Zionist right-way, and Israeli-Arab 
citizens continue to face discrimination and racism. Israeli-Arabs are also often caught in an 
identity struggle between their status as Israeli-citizens and their ties to the Palestinian refugee 
community.  
Today, tensions continue to heighten, with the disintegration of the Palestinian Authority 
and growing power of Hamas in the Palestinian Territories, a stubborn right-wing in control of 
the Israeli Parliament, the continuation of Israeli occupation and settlement building in the West 
Bank, and a recent wave of stabbing attacks against Israeli civilians, instigated by both 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
38 Ibid. 
39 Ibid. 
40 Hand in Hand: Center for Jewish-Arab Education in Israel. 2010. Accessed April 15, 2016. 
https://www.handinhandk12.org/.  
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Palestinians and Israeli-Arabs. However, while formal negotiations continue to fall apart, citizens 
in Israel and Palestine must continue to live in a climate of conflict. In this thesis, I will be 
mostly focusing on the divide between Israeli-Jews and Israeli-Arabs.41 My thesis focuses on 
how these peoples, living as citizens in the same country, but often growing up in very 
segregated communities, can engage in peacebuilding through dance.  
Thus, in my thesis, my goal is to highlight why dance is such a vital tool, how it is 
currently being utilized, and how it can be further employed for the purposes of peacebuilding, 
within the context of Arab-Israeli conflict. I aim to delve further into what specifically dance, as 
an art form, can offer that the other arts cannot. What components within dance allow it to raise 
awareness and confront conflict? Can those same attributes be used to then dissipate the conflict 
it calls to attention? Specifically, I am researching the way dance choreography is employed to 
raise awareness of, change perception of, and build understanding of conflict, and then how 
grassroots or outreach programs use dance to move beyond conflict examination to initiate 
efforts towards peacebuilding.  
Hence, my thesis argues that two core components of dance – choreography and outreach 
dance education – are not only viable tools for peacebuilding, but by their nature, more adept at 
dealing with the relational and psychological components of conflict, often left untouched by 
traditional conflict resolution and peacebuilding methods. First, dance choreography provides a 
vehicle for expression and exploration. A key component of conflict resolution is first addressing 
a conflict in its entirety and dealing with its complexity, in order to transform perceptions 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
41 It is important to recognize that when I refer to Israeli-Arabs, I am referring specifically to Arabs who live in 
Israel and are Israeli citizens, versus Arabs who live in the Palestinian territories, i.e. Gaza and The West Bank, or 
Palestinians displaced in other parts of the world. However, while I use the designation Israeli-Arabs that is not the 
title all would ascribe themselves to. Many Israeli-Arab citizens prefer to call themselves Palestinians, or are 
referred to as Palestinian Arabs of Israel (PAI), or recognized simply as Arabs. My choice to use the classification 
Israeli-Arabs stems from my experience in the Minds in Motion encounter program, in which the population in 
Qalansuwa referenced themselves more under the descriptor Israelis than Palestinians.  
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surrounding the conflict. Dance provides a rare forum in which to achieve this because a 
choreographer can create a surreal world, a blank slate to present the conflict, which allows 
people to step back and explore the conflict from different angles and digest it in new ways. The 
second component is dance education, in this case specifically dealing with cross-cultural 
grassroots initiatives. Simply addressing and examining a conflict is not enough to make viable 
change to the situation. Thus, using dance as a teaching tool can allow the opportunity for 
interaction between conflicting parties, create opportunities to build a deeper awareness and 
understanding of both oneself and the other, form new relationships, and provide occasions for 
conflicting peoples to create something together, thus working towards developing a shared 
narrative. 
 
 
Literature Review 
There are quite a number of arts-based peacebuilding initiatives taking place in Israel 
currently. Outreach organizations and individuals are employing the visual arts, music, and 
theater, quite frequently in after-school programs, summer camps, and projects to encourage 
cross-cultural collaboration and encounter. The visual arts have engaged multiple disciplines in 
peacebuilding projects. For instance, Givat Haviva’s “Through Our Eyes” photo project 
encourages youth to engage with the other by taking photos of each other.42 Meanwhile, art 
exhibits, such as “Fasatin-Smalot” (“dresses”) used fashion to educate on the identity of both 
cultures, while the ceramic exhibit, “Offering Reconciliation”, displayed 100 bowls created by 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
42 Tali Elisha, “Cooking, Climbing, Camping, and other Creative Cooperations between Palestinians and Jews”, in 
Beyond Bullets and Bombs: Grassroots Peacebuilding between Israelis and Palestinians. ed. Judy Kuriansky. 
(Westport: Praeger, 2007), 236. 
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Israeli and Palestinian artists to present their individual experiences on the subject.43 Film has 
also been engaged as a means of addressing and educating on the conflict: “Since films reach 
wide public audiences, they’re a way to bring the situation among Israelis and Palestinians to 
public knowledge and reflection”.44 The Israel Film Festival, is well known for bringing issues of 
the Arab-Israeli conflict to US audiences, and providing a different understanding of the conflict, 
often a more human understanding, than is portrayed on the news. Commonly, these film 
showings are followed by therapeutic “talkbacks” to allow audiences to discuss and process what 
they witnessed or experienced in the movie.45 Film not only allows the conflict to reach a broader 
audience, but more importantly, it provides a platform to share untold stories and realities of the 
Arab-Israeli conflict. Many of these films incorporate multi-cultural collaborations. For example, 
“The Syrian Bride”, was a collaboration between a Jewish-Israeli director and Palestinian-Israeli 
screenwriter, and also incorporated both languages, and actors from both cultures.46 Other 
poignant films include, “Encounter point”, “Promises”, “Dear Mr. President”, and “Men on the 
Edge: Fisherman’s Diary”.   
Music has also produced many cross-cultural collaborations, including the “Jerusalem 
Youth Chorus”, which recently performed on the Colbert Show, and “The West-Eastern Divan 
Orchestra”, a music project for youth 14-25 led by Edward Said and Daniel Borenboim. Said 
(Palestinian) and Borenboim (Israeli) also formed the “International Youth Orchestra”, that they 
described as a unique workshop, in which “individuals who had only interacted with each other 
through the prism of war found themselves living and working together as equals. As they 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
43 Tali Elisha, “Cooking, Climbing, Camping, and other Creative Cooperations between Palestinians and Jews”, 235.	  
44 Meir Fenigstein, “Coming Soon to a Theater Near You: The Israeli-Palestinian Conflict at the Movies”, in Beyond 
Bullets and Bombs: Grassroots Peacebuilding between Israelis and Palestinians. ed. Judy Kuriansky. (Westport: 
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45 Ibid, 172. 
46 Ibid, 174. 
Zaslav 23 
listened to each other during rehearsals and discussions, they traversed deep political and 
ideological divides”.47 Research published by Abraham Maslow in his work, “Resonant 
Community”, “showed that intercultural music making breaks down prejudice in children, 
leading to reduced ethnic conflicts in schools (mobbing and harassment) while strengthening 
individual identity and self-esteem among minority children”.48 Within the school systems, 
reforms have also been made to integrate more Arabic artists and music into Israeli musical 
education.49 
Finally, there have also been many collaborative compositions, often focusing on songs 
for peace, such as “Shalom Salaam”, “Moshe and Mussa”, and “Zaman al Salaam”. This last 
song, which translates to “Time for Peace”, was a collaboration between the poet Fatchi Kasem, 
composer Yair Dolal, and singer Amnon Abutbul, and was later used in a demonstration in 
Oslo.50 Israeli, Palestinian, and Norwegian children sang with Yair, accompanied by the Israeli-
Palestinian Orchestra. The multicultural ensemble performed the song in three languages for an 
8000-person audience, which included Yasser Arafat and Shimon Peres.51 The story goes that 
both leaders were exasperated by talks, but after witnessing the performance, were able to reach 
and sign a peace agreement.52 Thus, the arts, when implemented via grassroots initiatives, but 
performed on a large scale, can not only create change at a local level, but can even influence 
policy-makers.   
Peacebuilding efforts in theater, meanwhile, focus on addressing narrative. Students 
develop the ability to understand the other’s narrative, through the act of creating narratives. A 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
47 Kjell Skyllstad, “Salaam Shalom: Singing for Peace between Palestinians and Israelis”, in Beyond Bullets and 
Bombs: Grassroots Peacebuilding between Israelis and Palestinians. ed. Judy Kuriansky. (Westport: Praeger, 
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prime example of this is Peace Child Israel – a grassroots program which hosts encounter 
workshops for Arab and Jewish youth. Peace Child Israel uses theater to promote coexistence, 
understanding, mutual respect, and educate on democratic values: The program pairs 20-30 
youth from “twinned communities”, along with one Arab and one Jewish facilitator, who meet 
weekly throughout the course of the year. The curriculum addresses identity, fear, stereotypes, 
and cultural similarities and differences, before culminating in the creation of an “original 
drama”, which dramatizes issues they face in relationships with one another, and is performed 
throughout both schools and communities.53 Professional plays have also been written and 
performed on the subject: “The First Kite Flyer” and “How his Bride came to Abraham” are both 
based on the Romeo and Juliet narrative, “Roar” follows a Palestinian family living in the 
Midwest, and “Fist” deals with an Israeli soldier who no longer wants to serve.54 A 
Palestinian/Jewish Comedy act even developed, entitled, “StandUp for Peace”.55 
Writers, both of fiction and non-fiction, have also worked to tackle different narratives of 
the conflict. Works range from Carol Grossman’s “Jerusalem Stories Project”, and Cathy 
Sultan’s “Israeli and Palestinian Voices: A dialogue with both sides”, to Sandy Tolan’s famous 
novel, “The Lemon Tree”.56 There have been other non-traditional peacebuilding efforts in 
technology, martial arts, and sports programs, and the development of encounter camp grounds 
to engage youth from opposing conflicts in a wide array of arts, sports, and dialogue activities.57 
Yet, in the vast array of peacebuilding organizations, projects, and pursuits, there are very few 
that involve dance.  	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 In my research, I only found a few efforts to engage dance for peacebuilding in the 
Arab-Israeli conflict. One of the largest scale efforts, was a ballroom dance program, recorded 
in the documentary, “Dancing in Jaffa”. Pierre Dulaine, world-renown ballroom dancer, was 
born in Jaffa in 1944 to a Palestinian mother and Irish father. His family left in 1948, but he had 
a dream to return to Jaffa, and institute a dance program, which would bring together Israeli-
Arab and Israeli-Jewish youth through ballroom dance lessons and competitions. Dulaine stated, 
“My belief is that when a human being dances with another human being something happens, 
you get to know that person in a way you can't describe”.58 The program lasted ten weeks with 
lessons within the schools twice a week, and later an additional third lesson per week, in which 
Jewish and Arab children were brought together to dance. Dulaine felt that by dancing with “the 
enemy”, it could serve to humanize the other.59 Ballroom dance also stresses respect, trust, and 
reliance, all key components of developing healthy relationships. This project was particularly 
ambitious because it required the youth to be coupled with the other, and physically touch one 
another. One young Jewish girl stated after their first encounter, “If my dad sees me dancing with 
an Arab he'd kill me. A Jew with an Arab!”.60 Meanwhile, many parents from the Arab schools 
were hesitant because boys and girls dancing together conflicted with certain religious and 
cultural values. However, most of the parents and students overcame the initial hesitancy, and 
some of the paired students developed real relationships, even practicing with each other outside 
of class, or spending time with the other’s family. Other students achieved individual 
accomplishments by developing confidence and improving their work and focus in the 
classroom. One girl in particular, Noor, who had trouble relating to the other children in her 
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class, bloomed throughout the workshop. By developing a new understanding of relating to her 
classmates and respecting herself, they in turn developed more respect for her.   
Approaching dance outreach through the lens of ballroom dancing was significant 
because it forced the students to develop real relationship skills, i.e. trust, support, and 
dependence, in order to achieve their goal. Also, both students’ commitment to the relationship 
and the process was required in order to achieve success. However, a negative of using ballroom 
dance was that in the end there was the inevitability of a competition instead of simply a 
performance. Only certain couples could be chosen to participate, therefore many of the students 
felt rejected and that their work up until that moment was pointless. Some children also could not 
participate in the final competition because their parents continued to restrict them from dancing 
with the opposite sex. Thus, while Dulaine’s ballroom dance approach to peacebuilding had 
potential to create an immense impact, especially for those couples that were chosen to perform, 
there is an inherent element of exclusivity to ballroom dancing that limits its possibilities, 
including the necessity for male-female contact, the competitive atmosphere, and the restriction 
on the number of students involved in the full extent of the program.  
Another dance encounter program used a different style, swing dance, to engage with 
peacebuilding. Two swing dance groups, one in the West Bank (Beit Jala) and one in Tel Aviv, 
made plans to meet in Tel Aviv and engage together through dance. One participant explained, “I 
danced a little and fell in love with Birte’s romantic idea, which is to connect people on both 
sides through dance... encounters like this give hope”.61 However, the Palestinians continued to 
be denied permits, so both groups instead made plans to meet at a swing dance gathering in 
Ireland. Swing dance also requires the necessity of building strong relationship skills because, as 	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with ballroom dancing, dancers are partnered together and therefore forced to build a relationship 
with the other, “In swing, it doesn’t matter how well you dance, but how much you enjoy it and 
how much you honor your partner”.62 Thus, as with Dulaine’s work, dance provided a common 
platform to form new relationships, and more importantly, relationships that must be genuine and 
grounded in respect.  
The only other major project, incorporating dance and peacebuilding in the Arab-Israeli 
conflict, which I discovered in my research, was another thesis project. Maria Niños’ research 
for her graduate thesis took place at a peace camp in Israel hosted by an interfaith peace 
education organization. She aimed to unite Palestinian and Israeli children through movement, 
using creative movement as a foundation for building trust, growth, and community. Niños 
worked with eleven children in the camp, through four movement sessions, which incorporated 
exercises of dance therapy, and also fostered the children’s creative skills by requiring them to 
construct their own choreography for a final performance. Niños felt that dance therapy was 
important for these youth because opening up receptivity in the body was the first step in making 
room for redefining relationships, “honesty of the body might provide a pathway to openness, 
vulnerability, and—ultimately—connection”.63 Niños’ second component of her thesis, 
suggested that stimulating creative skills would provide the children with a new perception of 
their surroundings and the development of creative problem solving skills.64 In addition, the 
creative atmosphere was fostered by Niños’ encouragement of time for fantasy and play: 
“Fantasy could help children look at a situation from a different perspective to start working 
towards a positive and peaceful change”.65 Her results showed that “through reclaiming childlike 
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fun, connection, freedom of self- expression, and focus through positive energy, children 
effectively communicated with one another, viewed their peers without preconceived judgments, 
and collectively created and performed a dance, which improved their social and team building 
skills”.66  
Thus, versus Dulaine’s project or the Swing Dance project, which focused on couples 
mastering a particular style of dance together, Niños’ work used dance therapy to break down 
existing barriers and the creative process to allow youth to build something together, although on 
a much smaller scale.  All three focused on using movement to break down psychological 
barriers, foster a new understanding of the other, build relationships, and create something which 
could be shared through performance. I will be looking to see if these recurring themes appear in 
my research as well; how they are manifested and how they are more or less effectively achieved 
via my mode of dance outreach.  
In contrast to the scarce grassroots dance peacebuilding efforts addressing the Arab-
Israeli conflict, there are a multitude of dance choreographers who have created work to 
address the Arab-Israeli conflict. In fact, elements of the Arab-Israeli conflict have been 
explored through dance since before the state of Israel was established. Israeli art in the 1920s 
and 1930s portrayed a naïve and romanticized image towards Arabs, “A mixture of genteel 
aristocratic behavior and rather off-putting primitiveness is typical of the portrayal of the 
Arab”.67 Early Israeli dancers/choreographers, Yardena Cohen, the Ornstein sisters, and Rina 
Nikova, portrayed the Arab “as a mixture of the fanciful and primitive”.68 Meanwhile, Israeli 
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modern dancer, Baruch Agadati, created the solo “Arab Jaffa” in 1926, which portrayed the Arab 
as an “effeminate dandy”, paired with uncultured tendencies; the latter was implied at the end of 
the performance with a scene of him relieving himself on stage.69 These early portrayals of Arabs 
in Israeli dance reinforced existing stereotypes instead of working to break them down and 
uncover truth. However, the fanciful and naïve depictions of Arabs changed, after an increase of 
violence in 1929, known as the 1929 Arab Riots, 1929 Massacres (including the Hebron 
Massacre), or the Buraq uprising, in which long-lasting disputes between Arabs and Jews over 
access to the Western Wall erupted into violent attacks mostly conducted by Arabs on Jews and 
Jewish property. After this, the figure of the Arab nearly disappeared from Israeli Art, and the 
conflict itself was not addressed until the 1950s, as World War Two and Israel’s Independence 
War consumed public attention, and dance took on an escapist nature. 
The first attempt to directly address the conflict itself came in 1950 when a visiting 
American choreographer, Talley Beatty, created his work, “Fire in the Hills”, to tell the story of a 
Jewish community attacked by Arab enemies.70 Dealing with conflict came naturally to Beatty, 
as many of his choreographic works in the United States brought to the stage everyday struggles 
of African Americans. However, as dance developed in Israel, especially with the establishment 
of the Graham-sponsored Batsheva Dance Company, the subject of the conflict was considered 
taboo and left essentially untouched. It was not until the Israeli victory in the 1967 Six-Day War, 
leading to the abolishment of military rule for Arabs living within Israel and the integration of 
Arabs into Israeli society, that the subject began to crop up. It was explored first in the 1970s by 
Israeli theater, and finally caught on in dance in the 1980s. In these works, “the conflict isn't 
represented by showing the atrocities of war or in attempts to engage the cheap sentimental 	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reaction of the spectator. The choreographers did not attempt to present both sides of the conflict, 
but dealt mainly with the Israelis’ inner moral conflicts accompanied by a deep-felt sadness 
about lasting conflict, for which no solution was to be seen”.71 Since many had been refugees 
themselves, Israeli Jews often empathized for the Arab refugees, but living under a constant state 
of danger and threat usually led them to ignore the Arab predicament: “Therefore, there were 
only very few works of art dealing with the tragedy of a people that lost its homeland and soil 
due to the founding of the State of Israel.”72  
It was after the first Lebanon War that the first large-scale work addressing the conflict 
was created. It involved not only collaboration/incorporation of Palestinian work, but also 
addressed grief on the Arab side of the conflict. The piece, entitled “A Story Like a Tale”, was 
choreographed by the Batsheva dancers Amir Kolben and Ofra Dudai, and was performed to the 
song, “Tayara” (“Airplane”) by the Palestinian singer Marcel Chalifa, who lived in Lebanon.73 
The duet was about two children, who play at being dead, but when an airplane drops a bomb on 
their Lebanese village, which hosted terrorists, one child is killed, and the other child must 
realize that her friend’s death is no longer just a game. The duet was both extremely innovative 
and controversial for its time. 
Yet, at that time, Batsheva was still fearful of dealing with political themes. Thus, a new 
company was formed by dancers Meira Eliash-Chain and Zvi Gotheiner called TAMAR 
(“Teatron Machol Ramla”).74 Amir Kolben became one of its chief choreographers and later its 
artistic director, and the company focused specifically on socio-political issues within Israeli 
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society.75 Kolben went on to delve in to the psychological dimensions of conflict in 1988, 
creating “Slowly, Slowly the Children Learn to Hate”, which dealt with brainwashing in the 
sense of how family and society molded youth.76 Rami Be’er, who choreographed for, and later 
became artistic director of, Kibbutz Contemporary Dance Company, which was founded in 1973 
by holocaust survivor, Yehudit Arnon, would follow in Kolben’s footsteps, addressing the 
conflict from the psychological perspective. His work, “Reservist’s Diary ‘89”, dealt with the 
conflicting emotions felt by young Israeli soldiers stationed in the West Bank.77 In the 1990s, 
dancers Nir Ben-Gal and Liat Dror created works that dealt with broader more universal themes 
of conflict. “Figs” (1993) explored the idea of territory, both within an internal and societal 
context, while their 1996 work, “Enquiry”, dealt with the topics of torture and interrogation, 
drawing parallels between victims of the Holocaust and prisoners in the West Bank.78 
Today, the Arab-Israeli conflict takes on even more of a prominent position in the dance 
world. “Romeo and Juliet in Jerusalem,” choreographed by Ivan Marko, and performed not in 
Israel but in the Hungarian National Dance Theater, was received by full audiences, proving that 
the conflict and its themes are important issues not just within Israel but abroad as well. Marko 
claimed: “The conflict in my Romeo and Juliet ballet is not between two feuding families, but 
rather a clash between traditions, religions and cultures”.79 He went on to explain, “We deal with 
two religions and cultures that are connected to each other in many ways, but still are enemies 
with hatred between the two peoples.”80 Zvi Gotheiner, who moved to New York, and 
established his company ZviDance in Manhattan, continued to create choreography addressing 	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the Arab-Israeli conflict. Most recently, in 2012, his work entitled “DABKE” employed dance 
“to highlight tribal and national identities as well as dissolve those definitions”.81 As with Mr. 
Marko’s piece in Hungary, Mr. Gotheiner’s work was highly popular, and received critical 
acclaim, being named one of New York Times dance critic, Alastair McCauley’s “Top 10 
Performances of the Year”.  
Within Israel, themes from the conflict continue to appear in Mr. Be’er’s work and are 
also visible in the work of world-renown choreographer, Ohad Nahirin, who revitalized the 
Batsheva Dance Company, making it the powerhouse, world-famous force it is today. Most 
notably, Naharin collaborated with Arab musician, Habib Alla Jamal, in his work Naharin’s 
Virus (2002). Some Israeli dancers are even engaging in choreographic collaborations, between 
Israeli-Arab and Israeli-Jewish dancers and choreographers. Tel-Aviv based choreographer, 
Arkadi Zaides’ work “Quiet” incorporates an all-male quartet, comprised of two Jewish and two 
Arab performers, who “grappled with situations of frightening aggression against self and other, 
tapping into intense rage, humiliation, and sorrow”.82 Zaides stated, “ ‘Quiet’ arose from a real 
sense of emergency; in light of the growing violence and mistrust between communities in Israel, 
constantly subjected to states of shock which never allow the space needed for reflection, and 
thus never allow for change. In such an environment it felt acute to create a platform which 
allows for an open and honest communication; a place where it is safe to let one's demons out 
and set them free; where the irrationality of response is examined and emotions are bravely 
explored; where a broad perspective is sought and where trust is continuously built.”83  
In contrast to Zaides raw and aggressive work, another collaboration, the duet “We Love 	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Arabs”, choreographed by Hillel Kogan, uses humor and irony to address the conflict. The 
dance-theater piece is a political satire, and tells the story of a Jewish choreographer, working 
with an Arab dancer, in an attempt to make a piece with a message of Arab-Jewish coexistence.84 
Kogan explains how the piece was received based on the universality of conflict issues, “Since 
my piece deals with the local issue, the conflict between Arabs and Jews, with Israeli audience, I 
feel a very strong reaction. The audience outside of Israel is more distant, observing the piece 
with distance, but I think that they can also feel that it has to do with everybody’s life in our 
world: we all deal with conflicts between nations and with issues of ethnic minorities. This piece 
is also about racism, and unfortunately, racism is quite a universal phenomenon”.85 Even his 
choice of medium for presenting the conflict – humor – can allow for a more universal 
understanding of the conflict issues. Instead of dealing with anguish and fear, which can alienate 
people, humor is an easy way of openly inviting people to explore the conflict from a different 
lens. Kogan’s partner, Adi Boutrous, one of the few professional Israeli-Arab dancers in Israel, 
went on to create his own collaboration, with Jewish dancer Stav Struz, who is his partner both 
on stage and in life. Boutrous and Struz’s duet, “What Really Makes Me Mad”, premiered in 
2013, and focuses on their relationship and the pressures they experience with the social taboos 
that accompany their romance. Boutrous used the choreographic process as a means to overcome 
those pressures: “I wanted to put it on the stage so that I could observe it, examine it, and 
overcome it through the medium of the stage,” said Adi, “onstage I am interested in seeing the 
person and not the dancer, the essence of the person.”86 In other words, they are “transforming 
the private into a collective experience through symbolic ritual”.87 
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However, while collaborations are occurring, there is a big dilemma in the inequality in 
numbers of Israeli-Jewish dancers versus Israeli-Arab or Palestinian dancers. Especially in the 
leading Israeli dance companies, Israeli-Arab dancers are hard to find, Boutrous being the most 
notable, and even the Arab artists in Zaides collaboration identified themselves more as actors 
than dancers. This could be due to respective culture, religion, or resources. Despite its source, it 
affects the potential for raising conflict awareness via dance, if there is a lack of diversity in 
Israeli dancers and choreographers. It also leaves very few role models for Arab youth in Israel 
who want to pursue dance. There are multiple dance studios in Jewish-Israeli cities and villages, 
but not many dance institutions catering to the Israeli-Arab population. However, there was one 
established school in Haifa, called “The Salma Dance Academy”, which teaches ballet, modern, 
jazz, hip-hop, ballroom, flamenco, and traditional dances, and houses a professional performing 
ensemble.88  
In the Palestinian Territories, there is however, a highly successful dance company called 
El-Funoun Palestinian Popular Dance Troupe. Established in 1979, it holds itself to be the lead 
Palestinian dance group within Palestine and Palestinians in exile. It is aimed at “expressing the 
spirit of Arab-Palestinian folklore and contemporary culture through unique combinations of 
traditional and stylized dance and music”.89 The troupe’s repertoire centers on the Palestinian 
folkloric dance form, “dabke”, in addition to more elaborate choreographed works that embody 
El-Funoun’s own distinct vision of Palestinian dance.90 Most of El-Funoun’s repertoire not only 	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deals with Palestinian heritage but also themes of conflict. They also participate in collaborations 
with non-Palestinian dancers and choreographers, including Yoshiko Chuma, who created “6 
seconds in Ramallah”. The production toured both in the US and Japan, and Chuma went on to 
create a multi-media documentary “Love Story Palestine” about the experience of the 
collaboration and the realities of living in Palestine.  
Much of El-Funoun’s choreography is founded in the traditional dance form “Dabke” 
(also the title for Gotheiner’s recent work). Gotheiner’s piece brought public attention and debate 
to Dabke in the United States, with one New York Times article explaining, “The dabke is a line 
dance of the Levant. At weddings in Jordan, Lebanon and Syria, people link up arm to shoulder 
or hand in hand and stomp out rhythms and patterns. Israelis, so often at odds with their 
neighbors, also have a version. Dances are easier to share than territory”.91 Dabke is a 
combination of circle and line dancing, most often performed at celebrations, with its origins 
thought to date back to the Canaanites. Thus, it is tied to the ancient land and origins of both 
peoples. Dabke is important to both current Jewish and Arab culture, differing between each 
people slightly, but for both, representing not only their national folk dance, but even more 
importantly, serving as a foundation for each people’s redefined nationalism, honing their 
collective identity, and helping to shape the narratives they constructed for themselves in the 
twentieth century. Thus, Dabke must also be examined in order to fully understand the broader 
role dance plays in the Arab-Israeli Conflict.  
In his work, “Dance and Political Credibility: The Appropriation of Dabkeh by Zionism, 
Pan-Arabism, and Palestinian Nationalism”, Nicholas Rowe outlined the intrinsic role of dance 
in shaping modern Israeli and Palestinian identity: 
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Across the world, the social dances and movement rituals of particular groups of 
people have been appropriated and given a "second existence" as physical 
spectacles. These spectacles display a homogenized cultural identity and help 
validate new national, ethnic, or religious boundaries around people and place. In 
the public imagining of such a community, the invention of shared traditions 
through national folkdance troupes and festivals can make politicized aesthetics.92 
Both the Jewish and Arab communities who now populate Israel and the Palestinian territories 
experienced major Diasporas which dislocated them from their homeland and cultural past. In an 
effort to patch together a disrupted sense of identity and place, peoples often turn to the arts, 
especially folk dance, with its narrative nature, to ground them in their dislocation. However, in 
the case of Jews and Arabs in Israel/Palestine, peoples who were traumatized but also had never 
lived together in the modern sense of a nation, folk dance could also be adopted to define the 
culture and traditions (past and present) for a people struggling to re-identify themselves as a 
homogenous unit: “The political appropriation of dance might thus be seen as an action capable 
of antagonizing as well as engaging imaginings of community, leading to counter-hegemonic 
movements that seek to invent alternate traditions, construct alternate historical narratives, and 
form alternate borders for a community”.93  
 For Jews arriving to Israel, the challenge was to shed the weak image of the European 
Jewry, and create a re-invigorated Jewish community, re-connected to their ancient roots in the 
region. Zionism, the political movement struggling for the establishment of a Jewish State, 
recognized the need for a distinctly Israeli dance form that would counter the European culture 
the migrants brought with them: “Mirali Chen similarly recalls that within the Zionist 
communities in Palestine at this time ‘...we were against all European traditions so we needed 
new things, new steps, new music.’…This evoked a need for a collective identity that would 
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appear dynamic and new, yet linked to an ancient culture of Jews in the southeastern 
Mediterranean region”.94 Thus, during the 1930s and 1940s Zionist pioneers studied the native 
peasant dances and adapted them into performances to be presented by Zionist youth. Soon, 
famous folkdance choreographers emerged, including Yardena Cohen, Rivka Sturman, and Gurit 
Kadman, and Dabke transformed into what we know today as traditional Israeli dance, an art 
form still taught in Israel and abroad, and tied closely to Israeli culture.95 
 The appropriation of Dabke in the Arab community also started as an effort to shed 
European influence. However, this time it was devised by the Pan-Arab movement, a popular 
ideology in the 1950s and 1960s, in order to create a common Arab nationalism: “By entwining 
folklore with political identity, this movement presented a struggle against European colonialism 
that at the same time emulated European methods for constructing political identity”.96 Dabke 
became an especially important social practice in the displaced Palestinian communities in the 
West Bank and, with the establishment of the El-Funoun Dance Company, became a practiced 
and celebrated art form. Dabke would take on an even greater role with the establishment of the 
PNF: “this presentation of dabkeh as a symbol of political identity had been fostered by the 
Palestine National Front, which declared a commitment to protect local ‘culture and history from 
Zionist manipulation and distortion’ and to revive folk heritage as an embodiment of the people's 
attachment to their land”.97 Arabs living in Palestine and Israel thus adopted Dabke, just as the 
Jews had, in order to establish their relationship to the land and solidify their culture and history.  
Thus, using dance to deal with identity, turmoil, and conflict is not so innovative. In fact, 
it was intrinsic to the establishment of the narratives and identities that shaped the Arab-Israeli 
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conflict at its beginnings. However, what is key to take away from Rowe’s writing, was that 
dance was used as a tool to create narrative and identity. In the past that was used to divide 
peoples, construct a uniform nation with shared traditions, and prove each peoples’ respective 
right to the land. But if dance was successful once, why could it not be capable of the same 
accomplishment today? Dance can be employed once again to break down the old identity and 
narrative and construct a new culture, but this time the narrative can tie both Israelis and 
Palestinians together to the land they live in and hold dearly. Thus, dance outreach and dance 
choreography, can be engaged in the 21st century as means to break down existing barriers and 
establish new bonds between peoples with different pasts and cultures, but who live in the same 
land, just as folkdance (Dabke) did in the 20th century. Below, I will attempt to illustrate the 
manners in which this can be accomplished.  
 
 
Methodology & Results 
Dance Outreach: 
Program description 
 To study the viability of dance outreach as a tool for peacebuilding in the Arab-Israeli 
conflict, I conducted my research on the dance outreach organization Minds in Motion. Minds in 
Motion is an educational initiative started by the Richmond Ballet in 1993 in Richmond, 
Virginia. Originally modeled after New York City Ballet principal dancer Jacques d’Amboise’s 
“National Dance Institute”, which brought dance to inner city schools in New York City, Minds 
in Motion is significant in that it strives to “make the program an integral part of the school 
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curriculum, rather than offering it solely as arts education”.98 In the twenty-five schools involved 
in the program, every single fourth grader, regardless of dance experience or physical disability, 
takes part in the yearlong classes and a final show in the spring. The Minds in Motion program 
not only involves the mental and physical challenge of learning and performing the program’s 
distinct pedestrian-based movement language, but the performance subject matter is also tied 
into the Virginia school curriculum. Minds in Motion also conducts short two-week residencies 
across the state. 
 In an effort initiated by the Virginia-Israel advisory board in 2009 to strengthen 
partnerships between Richmond and Emek Hefer, Israel, the Richmond Jewish community’s 
sister city, the idea was put forth to send Minds in Motion faculty to conduct a two-week 
residency in Israel. For two years Minds in Motion went to Emek Hefer and worked with fourth 
and fifth graders at the local elementary school in Beit Yitzak (a village within the district of 
Emek Hefer). However, the program expanded in its third year, 2011, to include fourth graders at 
Al Salaam elementary school in the nearby Arab village, Qalansuwa. Despite being a short ten-
minute drive from each other, the communities, especially the youth, stayed mostly self-
segregated, and rarely had opportunities for interaction. The idea to expand Minds in Motion to 
Qalansuwa was actually presented initially by the principals of the two schools. They envisioned 
the Minds in Motion residency as an opportunity not only to bring dance into the classroom and 
foster individual growth of the students, but also as an opportunity for youth from the two 
communities to come together, interact in this shared experience, and create something together. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
98 "Minds in Motion - Richmond Ballet's Education & Outreach Program." Richmond Ballet, 
http://www.richmondballet.com/minds-in-motion/. 
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The Minds in Motion residency in Israel is approaching its seventh year, and its fourth year of 
collaboration between Beit Yitzak and Al Salaam.99 
 For my research, I attended the second week of the 2015 residency, assisting the Minds in 
Motion faculty and engaging in participant observation. This past year, the residency was 
important because it marked the first time the students would perform in both Beit Yitzak and 
Qalansuwa. During the first two years of the combined residency, the students of Al Salaam 
were actually on a holiday break, and took their own initiative to pick up students and arrange 
travel to practice at Beit Yitzak (since their school was closed). This year however, Minds in 
Motion made it their goal to come when the students from Al Salaam were in school, and lessons 
were able to take place at their gym, instead of having to transport them to the gym at Beit 
Yitzak. This also meant that instead of only having the final performance in the Beit Yitzak gym, 
final performances could be held at both gyms. The impact of this more equal structure will be 
discussed later.  
 Two Minds in Motion teaching artists and one accompanist (live music is considered 
essential to the Minds in Motion strategy) traveled to Israel to teach. Cat Studdard, Richmond 
Ballet Education Director and Minds in Motion teaching artist, came for her second year, as did 
Minds in Motion music coordinator, Blanton Bradley. Katherine Smothers, who has been 
involved in every Minds in Motion Israel residency since its initiation, taught as well. For the 
first week, the students met for approximately an hour once a day with their individual class to 
acquire the Minds in Motion movement vocabulary and learn their dances for the final 
performance. Each class learned their own dance, as well as an opening, finale, and audience 
participation dance, which they all performed together. It is important to explain that while girls 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
99 It is important to note that the number of residencies do not match up exactly with the years, because one year 
there was not enough funding for the residency to take place. Some discrepancy can also be explained by the fact 
that some years the residency occurred in the fall, while others it occurred in winter/spring. 	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and boys danced together on stage, in contrast to Dulaine’s program, they did not usually touch 
physically, as in ballroom dancing. This made the dancing experience less taboo and easier to be 
accepted for communities that included a variety of differing religious and social values.   
This year there were two fourth grade classes at Al Salaam, three fourth grade classes at 
Beit Yitzak, and two fifth grade classes at Beit Yitzak. For the fourth grade dances, classes from 
Beit Yitzak and Al Salaam shared the floor, performing the same choreography, and often 
weaving in and out of each other throughout the course of the dance. It is important to note that 
the distribution of classes at each school is not even due to the initial residency partnership with 
Beit Yitzak where fifth graders were involved. When Qalansuwa was added and the Minds in 
Motion faculty tried to suggest not including the fifth graders, they faced major push back from 
parents at Beit Yitzak. However, there was not enough time in the day to include more classes at 
Al Salaam, without reducing the classes taught at Beit Yitzak, although in the upcoming 
residency they will be adding a third class of fourth graders in Al Salaam. A significant 
complication is that the structure of the residency is asymmetrical not only because of how it 
began, but also because Beit Yitzak provides most of the funding for both schools to be able to 
participate, so they have more leverage in decision-making.100  
By the time I arrived, at the beginning of the second week, the students had finished 
learning most of their dances, and by midway through that week were piecing the show together. 
Students only learned the material with their individual class. The school week in Israel is 
Sunday-Friday morning. Tuesday of the second week marked the first day students from both 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
100 “Either in the name of neutrality or simply by overlooking the role of power asymmetries, conflicts are often 
analyzed regardless of the power relations or the parties’ group identity whose formation is largely affected by 
power, dominance, resistance, and force” (Rouhana 42). This phenomenon manifests itself in many Arab-Israeli and 
Israeli-Palestinian partnerships. Thus, there needs to be more awareness placed towards these inherent asymmetries 
and how they can affect the overall effectiveness of the project.  
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schools came together to rehearse and dance. The first performance was on Wednesday at Al 
Salaam and the second and third performances were on Thursday and Friday at Beit Yitzak.101 
The students were bused over to the other school, and many parents attended performances at 
both schools.  
Methodology 
To conduct my research, I recorded detailed notes daily of observations I made 
throughout the second week of the residency, especially focusing on the days when the students 
of both schools were brought together to dance. Specifically, I made observations on how the 
program was structured, teaching methods/tactics, the children’s daily reactions and experiences 
with the program (both positive and negative), the progress of the children over the week I was 
there, interactions between children and adults from opposite communities, the experience of the 
final performances and the general reaction of the audience. I also recorded notes from a post-
performance evaluation/feedback meeting, which was conducted by the organizers of the 
program after the final performance at Beit Yitzak.  
The second component of my research involved semi-structured interviews conducted 
with the Minds in Motion faculty and visionaries behind the program, as well as questionnaires 
emailed to the involved parents, teachers, and principals at both schools. The interviews were all 
conducted in person at the Richmond Ballet in the November following the residency (2015), 
with the exception of an interview with the Virginia Israel Advisory Board representative and 
overall visionary behind the residency, Ralph Robbins, which was conducted via phone. All 
interviews were recorded and loosely transcribed. The other interviewees included teaching 
artists Cat Studdard and Katherine Smothers, accompanist Blanton Bradley, and the previous 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
101 The reason there was an extra show at Beit Yitzak was because their gym is a lot smaller. To accommodate the 
large audience in the small space, Beit Yitzak had one show just for the other students, and another show for the 
parents of both communities (the show at Al Salaam was able to fit all the students and parents at one time).  
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Education Director Brett Bonda, who also taught in the first two residencies and was present at 
the first combined residency. I chose an interview because it allowed the opportunity for me to 
have more of an open-ended conversation with the interviewees. I had a list of questions I 
addressed, but there was also room for interviewees to diverge from the questions and touch on 
other information, and it gave me the opportunity to encourage them to expand on their answers 
and think of new questions related to the subject matter that appeared spontaneously in the 
interview.   
Unfortunately, due to being in different countries, a significant time difference, and lack 
of resources, I could not conduct interviews with those who are living in Israel. Thus, I decided 
the best way to get the most feedback was to distribute questionnaires. This would limit the 
depth in the answers I would receive, but instead allowed me a larger and more diverse pool of 
feedback. The complications of receiving approval to conduct research with children from the 
University Research Board, led to my decision to focus on the adults involved for written 
feedback, and rely solely on my own observations and the adults observations for tracking 
effects on the students. While this was not ideal, I was able to structure some of my 
questionnaire inquiries to address the impact adults perceived in their students or children. In 
addition to gaining information on attitudes, experiences, and changes in the students, the 
questionnaires also addressed the impact of the program within the classroom, the schools, and 
the greater communities. Participants’ school, role in relation to the program, and the number of 
residencies they had been involved in, were also taken into account. The questionnaires and 
consent forms were sent via email and available in both English and Hebrew. From the twelve 
that were emailed out, a total of eleven questionnaires were returned, mostly in the month of 
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December (just less than a year after the residency took place).102 The questionnaires and 
interview questions can be found in Appendix A.  
Results 
My results are comprised from five thirty-sixty minute interviews, the eleven 
questionnaires that were returned to me, and my own recorded observations from my field 
research during the Minds in Motion residency. Due to the lack of accessibility for broader, more 
encompassing data, I also compared my results with findings from a 2013 Research Project 
conducted by the National Endowment for the Arts and National Dance Education Organization, 
“A Report on the Impact of Dance in the K-12 Setting”.103 The research addresses studies and 
findings from the Dance Education Literature and Research descriptive index (DELRdi), the Fast 
Response Survey System (FRSS), and a newly discovered collection of reports from the US 
Department of Education’s Arts-in-Education programs in professional development and model 
programs.  
 In total, I received eleven completed questionnaires. However their distribution is highly 
disproportionate, with only three coming from participants associated with Beit Yitzak (the 
Jewish school), including two parents and one visionary behind the program (one of the main 
people responsible for bringing the residency to Beit Yitzak), while eight were returned from 
participants associated with Al Salaam (the Arab school), including one parent, five teachers, and 
two school coordinators (one of whom was responsible for helping to bring the residency to Al 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  102	  It is important to note that while I sent out twelve questionnaires, many of the responses were not from the 
originally targeted participants. One of the teachers in Qalansuwa distributed the questionnaire to other faculty and 
parents at the school whom I had not originally contacted. This led	  to more responses returned, but it also 
contributed to an unequal distribution in location and role of the participants completing the questionnaires. I do not 
have an answer for the unequal distribution, other than the fact that this one Arab teacher took the initiative to 
further the questionnaire’s distribution in her school.  	  	  	  
103 Karen Bradley, Jane Bonbright, and Shannon Dooling, "Evidence: A Report on the Impact of 
Dance in the K-12 Setting," Journal of Physical Education, Recreation & Dance 84.7 (2013): National Endowment 
for the Arts. National Dance Education Organization and The National Endowment for the Arts, July 2013, 
https://www.arts.gov/sites/default/files/Research-Art-Works-NDEO.pdf.	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Salaam). Hence, there is a substantial teacher response from Al Salaam, while there are no 
responses from teachers (or school coordinators) associated with Beit Yitzak. Unfortunately, 
there are also no responses from the principals of either school. However, there is a relatively 
close, 2-1, parent response from both sides, and there are responses from two key players in the 
establishment of the Minds in Motion program in both schools. 
Specifically, the questionnaires addressed what participants saw as the value of the Minds 
in Motion program, the value of participating with the other school, how students were prepared 
for the program, students’ reaction toward the program, changes in the children, changes in the 
classroom atmosphere, how students reacted to the students from the other school, and 
participation in activities with the other school outside of the residency. The main values found 
in the Minds in Motion residency were increased mobility, coordination, and movement skills, 
especially in understanding the connection between movement and thinking. In addition, other 
values included improved teamwork skills and the overall ability to work together as a group. 
Respondents also noted empowerment of youth and increased self-confidence, social skills, and 
determination. Many of these values correlate with findings from the National Endowment for 
the Arts Research Project, which highlighted results from a study with dance connected to youth 
involved in a different kind of conflict: “Dance also can affect the way juvenile offenders and 
other disenfranchised youth feel about themselves. One study demonstrated that when a group of 
60 such adolescents, ages 13 to 17, participated in jazz and hip hop dance classes twice weekly 
for 10 weeks, they reported significant gains in confidence, tolerance and persistence related to 
the dance experience”.104 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
104 Bradley, "Evidence: A Report on the Impact of Dance in the K-12 Setting," 8. 
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In terms of the value of participating with the other school, there was a bit of discrepancy 
in the feedback from the two communities. Respondents from the Jewish school felt that while 
there was a lot of potential in having the residency function as an encounter program, this 
potential was not yet fully achieved. One parent stated, “There were hardly any meetings among 
the children. The final performance is very exciting but there is no actual friendship or even a 
basic relationship among the children from both schools. They should meet each other prior to 
the project, during the project and after the project in order for them to really experience positive 
time together”. However, respondents from the Arab school felt that despite the fact that the 
residency did not produce lasting relationships or friendships between the students there was still 
a breadth of value in simply participating and performing together. One respondent stated, “The 
other will recognize that by working together [they will] see that there are many things in 
common between us,” while another Arab respondent emphasized broader-reaching effects of 
the encounter stating, “The program can act as a role model for the rest of the country (kids learn 
it and pass it on to their family and community)”. It is also important to note that in many of the 
responses from the Arab school (where the residency always involved the other school) there 
was little distinction for them between the overall values of the Minds in Motion program and 
the values specific to participating with the other school; for them the opportunity for 
encountering the other through dance (not simply bringing dance education into the school) 
composed the core value of the residency.  
Specifically, the recurring value highlighted in the opportunity to work with the other 
school revolved around the prospect of meeting and getting to know the other – as people and 
fellow students. This, participants claimed, provided the opportunity to shatter preconceptions, 
integrate their communities, promote familiarity with another culture, see the other in a different 
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light, provide a common platform and common language (which led to finding general 
commonalities), and provide opportunity for collaboration and cooperation. It was noted, and I 
believe it is important to emphasize, that this is often the first time students from the two schools 
had the opportunity to meet face to face. The youth within the communities are so isolated that 
they often do not have the opportunity to meet until they are much older, and already have a 
deeply rooted preconceived understanding of the other.  
Results, concerning changes in the students, were less definitive. This was largely 
explained as a result of the short duration of the program. However, it was noted that there were 
increased levels of excitement in the students before, during, and after the program, as well as an 
increased affinity for dance. Students were found to practice the steps and dances they learned 
outside of the dance lessons and used dance to occupy their free time. Many students were noted 
as having increased confidence and improvement in their language skills. This could be due to 
the increased exposure to Hebrew, Arabic, and English (many of the dances also had catchy 
rhymes in English to accompany them and rehearsals were conducted/translated into all three 
languages). However, there is also significant research that points to studying dance as a means 
to develop language skills:  
The two studies demonstrate that authentic dance study can impact learning in and 
about written language and text, despite being an entirely different 
modality…similar research studies can provide evidence of the ways in which 
embodied experiences not only clarify our understanding of the world of words, 
but actually foster the ways in which language evolves in each young 
learner…Further, they reported that the authentic use of language in a real context 
(both theater and dance) proved to be integral to students' language acquisition. 
One teacher commented, “dance transcends language barriers, and new 
immigrants were able to let physical expression speak for them.”105  
Students were also noted as finding new ways to communicate (i.e. through body language) in 
order to deal with the language barrier, thus developing their problem-solving skills. This most 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
105 Ibid, 15-16, 29. 
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likely contributed to another finding, which noted students engaging in “less fights amongst 
themselves”. Overall, more changes were noted in Arab students versus Jewish students. This 
could easily be due to the fact that there were more responses from Arab participants, however it 
might also be due to the fact that before Minds in Motion came, the Arab school had little-no arts 
education; they only added a music class after the first year of participating in the residency. In 
contrast, the Jewish school had music, folk dance, and visual art programming already built into 
their school day. Thus, Minds in Motion might have had a greater impact on the Arab students 
because it was one of their few opportunities to engage with the arts in a classroom setting.  
 Within the classroom (although due to the fact that only teachers from Al Salaam 
responded, these results can not be assumed to automatically be true for students from Beit 
Yitzak), students were found to again display increased confidence (especially for those who 
were normally hesitant to integrate and talk in a group), were more motivated, had more courage 
to speak in other languages, and displayed increased concentration. Many studies have been 
conducted to explain the neural implications of dance (and the other arts). One such study 
explains my finding of increased concentration: “Studies indicate that regular physical activity 
increases the number of capillaries in the brain, thus facilitating blood transport. It also increases 
the amount of oxygen in the blood, which significantly enhances cognitive performance. ... Not 
only does the movement increase cognitive function, but it uses up some kinesthetic energy so 
students can settle down and concentrate better later”.106 The 2013 Research Project I referenced, 
went further into depth on the implications of dance study in the classroom, highlighting overall 
higher GPA’s, college enrollment, and standardized test scores, as well as benefits in the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
106 Sousa, in Bradley, "Evidence: A Report on the Impact of Dance in the K-12 Setting," 39. 
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categories of reading and language skills, mathematics skills, thinking skills, social skills, 
motivation to learn, and positive school environment.107  
 Overall, students’ reaction toward the Minds in Motion Residency was one of excitement. 
Some students were nervous but usually overcame the nerves throughout the course of the 
program. Many were appreciative of the break from their normal learning atmosphere, and the 
opportunity to explore something new. It is also important to note that because there was support 
of the program from the adults in their lives (parents, teachers, principals) the support naturally 
trickled down to the students. This also applied to the results concerning students’ reaction 
toward the Other. Many teachers and parents noted that they were very supportive of the 
encounter opportunity, and regularly discussed coexistence and valuing the other at home or in 
the classroom. A school coordinator at the Arab school stated, “[We] instill students with belief 
in coexistence (live in peace and coexistence with neighbors) so [we are] supportive of the 
project and that attitude is replicated by students.” Meanwhile, a Jewish parent also emphasized 
that she herself was involved in Arab-Jewish coexistence projects so her children were 
accustomed to such discussion at home. Thus, the results, in terms of “the other”, were also 
largely successful because there was often a pre-instilled value placed on respecting the other 
and their culture, and an open and receptive learning environment (which is not true of all areas 
of the country). Finally, participants noticed that the students were patient with each other, keen 
to watch the other dance, and worked well together. Although some were noted as initially being 
fearful of the encounter, this fear usually dissipated when the actual encounter took place, and 
many students showed signs of “accepting the other as individuals, and not as stereotypes”, after 
meeting them in person. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
107 Bradley, "Evidence: A Report on the Impact of Dance in the K-12 Setting," 7-11.	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 The role of preparing the students for the encounter was noted as the responsibility of the 
school and less the responsibility of the parent. Because the residency had occurred at both of the 
schools before, there was less fear involved. However, there was more uncertainty this time for 
the Jewish students who had never before traveled to perform at the Arab village. In many 
instances it was noted that the teachers would sit with the students and explain the program and 
structure of the program, as well as discuss the other school and the characteristics, behaviors, 
traditions, and culture of the students there. When questioned about activities conducted with the 
students of both schools outside the residency, respondents noted a variety of activities that 
occurred over the years to try and maintain the development of sustainable relationships with the 
other that initiated during the Minds in Motion program. These activities included playing 
games, sports, arts and crafts, and activities/games revolving around a language component 
(Hebrew/Arabic), as well as an activity focusing on the common river that runs through both 
communities.  
 Lastly, respondents noted the importance of the final performance, which not only 
displayed the students’ hard work and individual transformations over the course of the two 
weeks but also provided the opportunity for the broader communities to come together. One 
participant claimed, “The final day is extremely exciting because parents and children from both 
communities are sitting together as one; the kids bring home the excitement to the parents and 
educate the parents; everyone is dancing together, and it is almost impossible to tell who is who”.  
Impactful, moving, and emotional were the key descriptors for the culmination of the residency.  
 My interviews focused on similar components but from the opposite perspective. Instead 
of dealing with how the program was received, I focused on the choices and challenges behind 
structuring and implementing the residency. I interviewed the three main visionaries behind the 
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establishment of the residency, as well as all three of the teaching artists that conducted the 
residency. In terms of the values they saw in the Minds in Motion program, many of their 
answers reflected the data from the questionnaires, yet they often went a step further to explain 
the broader implications of certain values. For instance, the value of discipline, one interviewee 
claimed, was not only important for the classroom, but could also be implemented as a life tool 
for students. In addition, as with the questionnaires, there was an appeal to the importance of 
learning to move, connect movement with music, and define movement as a form of expression. 
One interviewee claimed that this “process is paramount to keeping people human” because it is 
essential to our understanding of relating to others. It also fosters a more open manner of 
connecting and experiencing the world, thus increasing both self-awareness, by engaging in new 
ways with one’s own facilities, and relational awareness, as one becomes more aware of their 
body in space.  
 However, what I discovered in my interview process was that the Minds in Motion 
program has the potential to be effective specifically as an encounter program due to its 
pedagogical design. First, Minds in Motion focuses on positive enforcement by challenging 
students to push their boundaries, raise the bar, and strive for their best to exceed their own 
expectations. The ability to push oneself to achieve things that were once believed to be beyond 
their capabilities in turn develops self-confidence. Self-confidence was another recurring value 
that appeared in both the interviews and the questionnaires. But here the connection was also 
made that self-confidence was a pre-requisite to building tolerance because one must accept 
themselves before they are ready to accept others. Tolerance is also fostered in Minds in 
Motion’s commitment to respect, not simply towards the teachers, but also by the teachers 
towards the students. Respecting each other lays the groundwork for appreciating the other. The 
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Minds in Motion residency is thus intuitive in that it fosters self-confidence as a tool to build 
tolerance.  
Another key attribute of the Minds in Motion teaching design is that it is fully inclusive. 
Not only does it not discriminate between those with or without previous dance training, but in 
addition, every student is required to participate, including students with disabilities and special 
needs. One of the fourth grade classes that participated at Beit Yitzak was a special needs class. 
It was noted that the most apparent transformation in building self-confidence was found within 
these students. In the National Endowment for the Arts Research, a study was included from 
Sandra Stratton-Gonzalez, which “looked at students with special needs with Individual 
Education Programs (IEPs) involved in an after-school dance club at an inclusive school in New 
York City”.108 Gonzalez’s research went beyond self-confidence to even support evidence of 
dance as a means of “cognitive growth” in students with special needs.109 
 In the interviews, it became apparent that the Minds in Motion program was adept at 
transitioning from simply a dance outreach format, to include a dance encounter format, because 
even within its home community, Richmond, Virginia, it works to bridge communities and 
people together. The final show in Virginia brings students together from a vast array of schools 
and locations in the Richmond area: students who comprise a wide variety of ethnic, social, 
racial, and economic backgrounds. However, in the Israel residency, the fear and stigma 
surrounding the other was greater, due to the heightened manifestation of tangible conflict. Thus, 
my interviews addressed how this was taken into consideration. To create more opportunities for 
encounter, the teaching artists, noted specific choices in choreographing and design of the 
dances. The teaching artists stated that they chose choreography that would allow the students 	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from the different communities to interact (in Virginia, although the performance includes 
everyone, often the classes only dance by themselves or stay in their own section of the stage). 
This was accomplished by movement patterns in which the dancers weaved through each other. 
There were also movement sequences, which focused on depending on the other. For instance, 
Group A would execute a sequence, which signaled the beginning of a different sequence from 
Group B. Or group A’s movement acted as a reaction to Group B, and so on. Thus, the concept 
of being able to depend on, and trust the other was established. Each class had a role, and the 
performance, as a whole, could not be successful without everyone working together to 
accomplish the choreography.   
In addition to group dependency, some of the choreography called for duets or small 
group sections, which brought together students from each school in a more intimate manner. For 
instance, in one of the class dances there was a short duet between two of the girls, while the 
finale opened with five students (one from each of the fourth grade classes) performing a short 
dance together, holding hands as they walked in a circle, moving toward and away from one 
another. These more intimate moments were the only true moments of interaction and often even 
required the action of physically touching one another. One interviewee pointed out, that the 
dancers did not walk away as best friends, but they also did not walk away as strangers, they had 
created and shared an important moment together.  
In terms of musical choices, the musician tried to focus on relatable music, with subtle 
themes of peace, or universally understood messages. Another component of the final 
performance, which the teaching artists added for this residency, is a dance that involves 
audience participation. Thus, not only is the audience visually experiencing the power of dance 
but they also have the opportunity to physically partake in it. This, one of the teaching artists 
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pointed out, was the peak experience because it provided the opportunity to truly bring the whole 
community together, “creating an experience for dance but really about creating a shared 
experience”. They went on to explain that if they have created this experience together, there is 
no room to say “that all Arabs are bad or all Jews are mean”.  
Many of my own observations from the residency also focused on moments of interaction 
between students from the two schools. Besides the powerful moments on stage, which mostly 
revolved around the duets and smaller group work, I also looked for moments off stage where 
interaction was initiated. While for the most part, students stayed with their own class or 
schoolmates, a few students (especially those who were sitting near the other school) would 
make attempts at interacting. One Jewish boy specifically leaned over to the Arab students to 
shake their hands and a few introduced themselves to each other, or offered high fives. While I 
was sitting between an Arab and a Jewish class, some of the girls realized we all knew a similar 
hand game. When I started playing it with them, soon everyone became interested and we started 
a hand game in a large circle incorporating Arab and Jewish students. The hand game, a 
sequence of movement itself, became a point of connection, a universal communication line 
between a 21-year old American, and Israeli Arab and Jewish 4th graders. Another powerful point 
of interaction I found was watching the adults intermingle and interact in the audience. In one 
speech, the Principal of Al Salaam poignantly stated, “This is the way to know each other, you 
can’t be friends if you don’t know each other”.  
  As in the questionnaire feedback, it was also emphasized that the success of establishing 
the encounter component was largely a testimony to the community leaders and educators who 
were the first to develop the idea of adding the school in Al Salaam. It was the principals and 
school coordinators of each school who first reached out to each other and laid the groundwork 
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for the endeavor. Thus, the residency’s success in being accepted by the communities is also due 
to the fact that it was initiated internally versus implanted from an external source. Support from 
the principals and community leaders, trickled down to support from the teachers, which 
encouraged support from the parents, and finally excitement and acceptance from the students. 
One of the visionaries claimed that the residency would only be successful if replicated in other 
areas of the country if there was this same support from community leaders and educators. 
Without the local support, especially because Minds in Motion is not a local organization, the 
program would not be sustainable.  
Yet, even with the support, there were still a few challenges that were noted, including 
managerial complications due to the distance, language barrier, and, most often, complications 
with gaining funding. There was also a disparity in the vision of the future of the program. 
Responses varied from smaller goals, such as including all 4th grade classes at Al Salaam (to 
make the encounter more proportional), creating more opportunity for interaction between the 
students during the dance lessons and not just in the final few days of shows, or adding one more 
week in the residency, to much larger goals, which focused on considerable expansions of the 
program. The method and extent of expansion was highly varied. Some interviewees sought to 
have the program recognized by the Israeli education ministry and expand it into a full year 
program, which could be replicated in communities throughout the country. However, the Minds 
in Motion technique and approach is highly specialized and requires teaching artists with a 
professional dance background and completion of a year-long training program. To achieve this, 
Israeli teachers would have to spend significant time training in the United States and then bring 
this experience back to Israel. More realistic answers suggested (a) creating multiple two-week 
residencies throughout the year in various communities throughout the country, following the 
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same format, or (b) only adding a few more communities but giving each set of communities two 
residencies per year (i.e. fall and spring) supplemented with other shared arts activities in 
between the two residencies. However, most of this is highly hypothetical. This coming year’s 
residency will remain essentially the same except they were able to add another fourth grade 
class at Al Salaam.  
 
Choreography: 
Background 
For me, the decision to explore the role of dance in conflict resolution and peacebuilding 
necessitated not only a standard research approach but also exploration within the language of 
dance. Thus, while my fieldwork, questionnaires, and interviews comprise an essential portion of 
this thesis, I felt that the exploration could not be complete without a creative component that 
would allow me to use the tools of dance, for which I am advocating, to contribute to my 
research. However, it is important to note that the way I approached choreographing, the themes 
I focused on, and the final result, were largely guided by my experience with the Minds in 
Motion Residency. I also drew on experiences I had throughout the six months I spent living, 
traveling, and engaging with diverse communities within Israel, as well as previous research and 
studies related to conflict, peacebuilding, and the Arab-Israeli conflict. My choreographic style 
was also influenced by choreographers I came into contact with while studying dance and 
composition in the country. Yet most often, I found myself drawn back to experiences, 
conversations, and observations from the Minds in Motion residency to inspire my work.   
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Methodology 
Performance functions as a “dialogical communication between the performer and the 
viewer that allows for a potential shift in perception, attitude, or position”.110 Thus, I needed to 
find a way to craft my choreography to initiate such dialogue. How was I to focus the enormous 
history and complexity of a broad, encompassing conflict in one short fifteen-minute work? I 
decided that I needed to narrow down my focus and highlight certain themes intrinsic within the 
people, history, land, and conflict, as well as offer a vision not only of conflict issues but also a 
look at a means for moving toward resolution. I also needed to touch on issues in such a way that 
they correlated with universal themes that could impact an audience who might not be able to 
resonate with some of the specifics of a conflict occurring 6,000 miles away. Thus, I decided to 
divide my work into four vignettes, with each focused on a different dimension on the Arab-
Israeli conflict, and conflict in general, and loosely connected as a timeline of a people moving 
from conflict and divide, to experiencing trauma, to moving toward resolution.  
I used a total of thirteen dancers, all from the dance department at Butler University, 
mostly freshmen, but also sophomores and juniors. I held 1.5-2 hour rehearsals twice a week 
throughout the fall semester and beginning of the spring semester. To introduce the subject 
matter, which most of the dancers were unfamiliar with, we spent the first few rehearsals 
discussing and watching video clips explaining the Arab-Israeli as well as Israeli-Palestinian 
conflict. As I taught choreography, I also reminded dancers of certain themes we were working 
with to help direct the focus of their movement. The piece was created not only for my thesis but 
also as part of a Senior Choreography course. As part of that course, the piece, as a work in 
progress, was presented for four showings throughout the fall semester, and the final 
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performance was presented March third and fourth, in the Studio Theater at Butler University, 
open to the public, with a panel discussion following. Sections from the work were also 
performed as part of a presentation for Butler University’s bi-annual Peace Week.  
As part of the JCA collaboration grant, I also worked with two other students who 
designed costumes and built props to accompany the piece.111 The props include benches and 
chairs used by the dancers in each of the four sections. The costumes aimed to keep with the 
pedestrian nature of the conflict, with the girls and boys in neutral-toned, everyday clothing. I 
also worked with a lighting designer to use light to enhance, add depth, and add focus to the 
piece, when it was performed in the Studio Theater.  
A final key component in my methodology for choreographing was the choice of music. I 
wanted music which was in some way connected to the conflict, but not an obvious connection, 
in the sense of components like lyrics. For both my first and second vignettes I chose work 
(although I distorted one song slightly) by the band “Balkan Beat Box”. The group blends 
Mediterranean and Balkan traditions with hip-hop and electronic beats. Not only are their tunes 
and raps rooted in Middle-Eastern (as well as Balkan) culture, but the group itself is comprised 
of both Jewish and Arab Israelis and is often outspoken anti-war advocates. The third vignette 
used a looped soundtrack composed simply of crunching glass. And the fourth vignette used a 
Sufi melody titled, Adinu: “the text of this traditional Sufi melody is attributed to the Andalusian 
Moorish Sufi mystic, philosopher, and poet, Abu Abdillah Muhammad (1165-1240). He believed 
that love was the dominant universal force. He is, even today, a powerful symbol of inter-
religious harmony”.112 
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Zaslav 59 
To build narrative and understanding in my choreography, I relied on certain 
choreographic tools, including gesture, symbolism, imagery, focus, spatial design, repetition, and 
defining intention of movement. Gesture, symbolism, and imagery are all key to our visual 
understanding, which shapes our perception of conflict. They are also key to developing our 
psychological understanding of conflict and defining relationships: “Images not only express 
feeling, but they also stimulate and influence our affective experience of other persons and the 
world”.113 Spatial design (how dancers are placed in the space) can also be used to 
highlight/define our understanding of our relationship either individually or collectively to 
others. Focus and repetition are used to define importance, build connections, direct the attention 
of the audience, and establish a theme. Finally, intention of movement helps the dancers find the 
motivation or impetus behind a motion they are engaging in, thus making it clearer for both 
themselves and the audience the goal the action is aiming to accomplish or the sensation or 
sentiment it is aspiring to express. In addition, I looked toward the folk dances, or Dabke 
tradition of each people, for inspiration. Basic folk movements, including grapevines, circle 
steps, and weaving patterns, were tied in to establish a connection to the important dance culture 
of the two peoples. All of these tools were employed to define the nature of each of the four 
vignettes of the piece. 
Results 
  A link to the video of the final product can be found in Appendix C. A hard-copy DVD 
will also be provided in the Butler Library with the published thesis. However, here I will 
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describe to you how the four vignettes took shape, including their individual concentrations and 
how they applied the choreographic tools I outlined in my methodology: 
The first vignette, focused on the role of leaders in conflict, their power to shape public 
opinion, and the stark divide of peoples. Pulling from a broad range of examples in the history of 
the Arab-Israeli conflict, I used gesture as the core movement vocabulary. Gestures were used to 
indicate disingenuous promises, building of barriers, land disagreements, inflammatory talk, 
violence, money, and assigning blame. First presented by the two dancers representing leaders, 
these gestures are repeated throughout the section as isolated movements by individual dancers, 
or performed as a sequence by the collective group, orchestrated by the leaders. I aimed to create 
the understanding of a ripple effect, in which the actions of leaders, produces ingrained values, 
misinformation, and misunderstanding in society, leading to the further divide of peoples.  
The second vignette focuses on the theme of coexisting with differences. This is the 
section that most directly deals with conflict in terms of specific issues related to the Arab-Israeli 
conflict. I wanted to work with moments of connection and disconnection, segregation and 
integration, isolating the commonalities hidden beneath the differences, which define many of 
the core conflict issues in the Arab-Israeli conflict. I chose to focus on multiple aspects of Israeli 
society within this section, especially looking at religion and the market place. In exploring 
religion I turned toward Jerusalem for its unique presence as an important and contested area, 
and religious, scholarly, and social hub for Arabs (Muslim and Christian) and Jews alike. The 
open-air market is also distinct, in that it functions as an intrinsic component of Middle Eastern 
society, which is rarely found in the West, especially in the United States. There are a few 
farmers markets and similar concepts, but the marketplace does not hold the same centrality or 
significance as it still maintains in Israel. While there are separate Arab and Jewish marketplaces, 
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the marketplace also often provides an opportunity for Arabs and Jews to integrate. Specifically, 
I wanted to compare and contrast the holy sites, which lie essentially on top of each other and yet 
remain firmly divided, to the much less organized chaos of the marketplace, in which citizens are 
more prone to intermingle, while shopping (and haggling) for their fresh produce. I found it 
intriguing that both locations house some form of ritual, whether it is religious ritual or simply a 
daily ritual, yet one divides people while the other offers opportunities to bring people together. 
This section also explored the walls, both physical and figurative, which divide them, and 
explored moments of interaction, which could help identify similarities between the two peoples. 
Hence, this section functioned as a window into everyday happenings of life in Israel, while also 
exploring forces of integration and segregation.  
The third vignette returns to a broader exploration of conflict, to delve into the experience 
of grief, loss, and trauma. This is extremely prevalent in the Arab-Israeli conflict, but also a 
universal attribute of conflict. Grief and loss are important because they can either spark further 
conflict, anger, resentment, and divide, or be used as a tool to bring people together, by 
recognizing the commonality of losing something important to you, and the common obstacle of 
how to move on. In my choreography, I chose to look at grief and pain in this second light, not 
only using movement to explore the mental and physical toll inflicted by loss, death, and 
grieving, but also looking at it as a factor which could instigate a push for change. The section 
only uses three female dancers and three chairs, and takes place mostly on one spot, with the 
dancers never losing contact with their individual chair. Gesture, imagery, and symbolism, with a 
focus on how movement is instigated and what is inspiring it, inform the entirety of the 
choreography.  
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The final vignette, inspired by the common pain found in the third section, focused on the 
task of moving away from conflict and toward resolution. This section incorporates movement 
focused on touch, sharing, supporting, and interweaving. As opposed to the other sections, which 
formed more angular and linear spatial patterns, this section is the first time a full circle is 
introduced. The circle has a universal symbolic meaning, representing notions of totality, 
wholeness, and potential. Thus, it is aiming to produce something complete and not divided, 
while also symbolizing the endlessness of future possibilities – to contrast the predominant 
sentiment in conflict areas, of the stale endlessness of the current situation. It also represents 
concepts that are larger than humans, from the eternal, to the endless cycle of time, thus putting 
issues in context. This movement language was largely inspired by my research with the Minds 
in Motion residency, which spoke to the power of unison group choreography that required 
supporting and depending on one another, utilized similar interweaving and circular spatial 
designs, and also focused on the significance of contact.  
An important choice in communicating the themes of the section, also related to the 
music. In the final sequence of movement, the recorded music cuts off, and the dancers are left to 
provide the chords to accompany their movement. This forced the dancers to rely even more on 
each other; they needed to sing together in one unified tempo in order to achieve their 
synchronization. They were left fully dependent on one another but also were naturally forced to 
become much more aware of the bodies around them.   
Finally, this last section does not aim to create the false understanding that resolution is 
easy and that everyone will jump on the bandwagon. Instead, the dance starts with one dancer 
instigating the movement, other dancers slowly joining in, until everyone is dancing. When the 
movement sequence, which begins the vignette, repeats itself on a larger scale at the end of the 
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piece, the reverse takes place. Dancers slowly drop off with each repetition. In the end there are 
only three dancers left who have stayed with the sequence. However, despite the fact that not all 
the dancers continued, the first lone figure gained two more dancers who stuck with this new 
concept till the end. The idea is to represent that not only can one small action instigate change, 
but also that change occurs in small increments. It will not happen over night, but slowly, slowly, 
waves of change can cause larger and larger ripples of impact.  
 
 
Discussion 
Dance Outreach: 
 The Minds in Motion Israel Residency was successful in the sense that it addressed many 
core areas vital to peacebuilding, and displayed the unique qualities dance could bring to the 
table as a peacebuilding tool. However, despite the residency’s promising capabilities, there are 
still many ways in which it is not accessing its full potential. The short length of the residency 
and especially the limited time in which the two schools actually rehearse and dance together is 
one of the main limitations. However, while I will address suggestions for improving the 
encounter aspect of the program later, the results from my interviews, questionnaires, literary 
research, and observations still provide many important insights into why dance is such a vital 
tool in peacebuilding and the small, yet important successes the residency achieved.  
The Minds in Motion residency brought together youth who would not otherwise have 
the opportunity to interact or, most importantly, create something together. Thus, the opportunity 
the residency provided to get to meet “the other”, and beyond that, create a shared experience 
together, is a vital step in peacebuilding. “It’s the way in which I think art can play a significant 
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role…to provide a total project for young people, one [in which] they can learn specific skills 
while creating…something that is big, positive, and recognized by their community”.114 This 
meeting broke down stereotypes and dissolved fears. By participating in the program, “the other” 
was redefined not only as another youth, but also as a fellow dancer, a fellow performer, and 
there was opportunity to recognize that they had both developed as dancers together. Dance not 
only provided a common platform for communication and finding commonalities, it also allowed 
both groups of youth to start from ground zero and grow together.  
In conflict, groups often discuss opposing narratives: “The problem, therefore, is in the 
differing constructs of each individual’s personal narrative of the conflict event…the problem 
centers on the way he or she frames and understands the conflict”.115 However, narratives can 
become modes of change just as much as they are utilized as a tool for division: “One way or 
another we are living the stories planted in us early or along the way, or we are also living the 
stories we planted – knowingly or unknowingly – in ourselves. We live stories that either give 
our lives meaning or negate it with meaninglessness. If we change the stories we live by, quite 
possibly we change our lives”.116 Thus, dance outreach can be used to reshape narrative. As one 
of the teaching assistants pointed out, once you meet the other and engage in a positive 
experience, it is much harder to group all people as bad or evil. Thus, the act of rehearsing and 
performing together can change a narrative from being isolated to collective. The youth who 
participated, as well as the adults who witnessed the performance, were provided an opportunity 
to share an experience and thus recognize a positive presence of the other in their lives and 
communities.  
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 The results from the residency also brought to light dance’s aptitude for fostering 
relationships. The choreography was constructed in such as way that the dancers needed to 
depend on each other in order to achieve their goal. They learned that they could rely on and 
trust the other youth: they could trust them to hit a certain count so that they could then make 
their count, they could depend on them to be receptive toward their movement, they could count 
on them to understand their spacing as they wove in and out of each other, and for a few of the 
dancers they could even learn to trust them as their partner(s) in a shared duet or small group 
work. Dance, with its focus on the body as it moves in relation to the space and others, is thus a 
natural choice for understanding, defining, redefining, and interpreting relationships. As Emily 
Beausoleil explains, “Because dance is an art that takes human agency and relationship as its 
subject, it is especially suited as a resource for conflict educators and practitioners whose work 
reaches for the outer limits of collaborative possibility”.117 
By maintaining the body as its sole tool, dance is also essential to the fields of language 
and communication. “If movement is the historical precedent to speech and continues to play 
such a significant role in communications, movement is a key strategy for conflict transformation 
in ways not yet explored”.118 Not only was it noted in the results that Minds in Motion offered 
opportunities to increase language skills, but it also opened up new paths of communication as 
students spontaneously found ways to create meaning through movement. On one level, the final 
performance itself was evidence of this achievement. The experience of watching children, who 
never met before, share a stage, side by side, and move together in unison, creates an enormously 
powerful visual display. The performance itself communicates a possibility for coexistence and 	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change in a much more compelling manner than could ever be achieved solely through words. 
Liebmann stated that “the body is universal and central to people’s experiences of themselves 
and their environment”.119 Expression through movement predated spoken and written language, 
thus it is innate to human understanding. While sometimes, nonverbal communication can be 
assumed to be less direct, at its core, movement resonates with a much more natural and deeper 
understanding than can be achieved by words. For the dancers themselves, the opportunity to 
engage in a full body experience – hearing, seeing, and feeling the others around you, sensing 
their energy and the ways in which you are connected – creates an understanding which could 
never be achieved by simply discussing similarities and differences.  
The ability to communicate and understand in turn fosters empathy: “As people learn 
dance movements together, they are also learning a diﬀerent way of relating—and in the process, 
developing the shared frameworks of meaning and communicative tools important to 
intersubjective understanding, resonance, and empathy”.120 Empathy was another value found in 
the Minds in Motion program, and a key tool in peacebuilding. Empathy was first fostered 
through Minds in Motion’s commitment to positive reinforcement and mutual respect. By 
understanding that they are appreciated, respected, and valued as an individual, students can then 
reciprocate these actions in their behavior towards others: “According to Ivey, D’Andrea, and 
Ivey (2012), this framework [existential-humanistic theoretical framework] is based on positive 
self-regard and necessitates the development of empathy within the therapeutic relationship”.121 
Thus, the Minds in Motion teaching artists set a standard of behavior, developing respect and 
self-worth in their learning environment, which could then be reciprocated when students’ 
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learning environment grew to include an unfamiliar other. There was an atmosphere of mutual 
understanding and appreciation for the work that everyone contributed towards. While a 
significant display of empathy may not have manifested itself in that present moment, it lay the 
essential groundwork necessary for calling on it in the future.  
Finally, I would like to touch on symbolism, ritual and ceremony. As we saw earlier, 
dance (in this case Dabke or folk dance) is a force present in both Jewish and Arab culture in 
Israel/Palestine. Yet, in general, dance has always been closely linked to ritual and tradition. The 
symbolic meaning of many of these rituals and traditions are a key component to the defining of 
a culture. Often it is a symbolic act, versus a literal act, which holds more value. In his writings 
on Confucius, the scholar, Fingarette, hones in on Confucius’ concept of “li” or “holy ritual or 
ceremony”: “it [li] brings out also the moral perfection implicit in achieving one’s ends by 
dealing with others as beings of equal dignity, as free co-participants in li. Furthermore, to act by 
ceremony is to be completely open to the other; for ceremony is public, shared, transparent”.122 
The Minds in Motion residency latched on to the ceremonial attributes of dance. Creating 
something to be shared is an act of ceremony, which holds immense symbolic weight. But 
beyond that, in this specific residency, choosing to perform at both the Arab and Jewish school, 
signified the symbolic act of recognizing the equality between the two peoples, the right of both 
to be there, and the importance of appealing to both communities.   
Hence, the Minds in Motion residency highlighted that dance outreach is a key tool for 
peacebuilding in its ability to redefine the other, create a shared narrative, build relationships 
based on a universal, innate mode of communication, begin to develop empathy by fostering 
respect, self-confidence, and self-worth, and structuring the program in such a way that youth 
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learn to depend on and trust one another, while also creating an over-arching symbolic 
recognition of the other.   
 
Choreography: 
Creating dance not only raises awareness of conflict and its multiple dimensions, it also 
provides an opportunity to address conflict from a blank slate by developing an alternative 
reality: “The term alternative reality refers to a conscious psychological altering of place, in 
which the individual accepts that the events and situations he or she sees have a creative or 
make-believe reality”.123 The alternative reality affords audience members new liberties in 
exploring and understanding the conflict from different perspectives, “For the process of creating 
to be effective, both the performer and the viewer must step outside of what he/she understands 
as lived reality and accept the reshaped or reconsidered reality that the performance creates…In 
this transformed reality, difficult issues can be discussed more freely”.124 Choreography, through 
the use of symbolism, imagery, and metaphor, in a nonverbal context, can change our perception 
of conflict. Our perception is largely based on visual cues. Visual perception, in turn, has been 
proved to be key to our thinking capacitates, “The facilities of the sense of vision are not only 
available to the mind; they are indispensible for its functioning”.125 Thus, using powerful visual 
imagery, is much more conducive to re-shaping perception, than simply engaging in dialogue.  
However, with this power, choreographers thus have a responsibility to the public. For 
choreography is based on some form of succinct or abstracted narrative, and that narrative, and 
the choices surrounding it, are woven by the choreographer. The choreographer represents only 
one opinion on the conflict, but what is key is that the choreographer can use their work as an 	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opportunity to challenge existing narratives, and build a more multidimensional storyline, which 
incorporates a shared narrative. Salmon Rushdie emphasized “the ability of the artist to serve as 
a moral instructor who can offer moral guidance through creative expression,” and went on to 
assert “art’s capacity to help an individual imaginatively understand the Other who looks, thinks, 
and feels differently”.126 Thus, the role of the choreographer is to use the visual power of dance 
to enlighten the public with new perspective, allowing them to reshape how they perceive the 
other, the conflict, and resolution. Within conflict resolution, choreographers can serve as 
architects, building bridges to connect contested and contesting narratives, which have divided 
communities and peoples and restricted efforts towards conflict resolution. Artistic director and 
choreographer for the acclaimed Israeli Dance Company, Kibbutz Contemporary Dance 
Company, Rami Be’er, stated, “For me, dance, music, visuals, and what we create on stage are 
ways to create bridges of communication among people of different backgrounds, cultures, 
languages, and religions. Not that I’m naive in believing that a single piece or performance can 
change the political and social issues of our time, but our performances may be modest 
contributions toward creating a better world.”127 
In my choreography, the aim was not to resolve the Arab-Israeli conflict, or most likely 
even to affect it in anyway. My audience was largely comprised of students and adults from the 
American Midwest, who, for the most part, were vastly distanced and barely affected by the 
conflict and its implications. My goal, instead, was to explore to what extent I could create a 
work, which explored and exposed the varying dimensions of the Arab-Israeli conflict, but in 
such a way that the images and symbolism resonated with an audience, uneducated and distanced 
from said conflict. Thus, when I dealt with grief or loss, maybe it would not be connected to the 	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death of sons killed in combat, but it would be connected to their own individual experiences 
with grief or loss. Dance is powerful when it connects with universal themes, and I think it was 
the ability for people to recognize those universal themes in my choreography that created an 
opportunity for it to be positively received.   
Just as it is key in dance peacebuilding to identify connections between conflicting 
groups, in dance making, choreographers must identify connections between their subject matter 
and things that matter to their audience. I did not conduct pre or post surveys for the audience, so 
I cannot assert proven correlations between how their experience of the piece shaped their 
feelings on the Arab-Israeli conflict. However, many people pointed out moments of connection 
with the choreography. For one person, it was the hole of grief clawing away at the three women, 
while for another it was the many ways figurative and physical walls are built to divide a society. 
Others were extremely moved by the powerful effect created by the dancers singing together at 
the end of the piece. Thus, I believe my piece was successful because it brought awareness of the 
Arab-Israeli conflict in a community largely distanced from the deep and long lasting 
implications of that conflict. It was successful because it exposed multiple narratives and 
complexities associated with the Arab-Israeli conflict and the psychological and relational 
dimensions of conflict and conflict resolution in general. And it was successful because it 
connected with universal, recognizable themes, which had the ability to impact the audience (as 
well as the dancers). My hope would be that this in turn would spark conversation and debate on 
the subject matter, and motivate viewers to take a greater interest in the happenings of the Arab-
Israeli conflict and conflict resolution at large.  
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Complications: 
 It is important to recognize that certain factors may have affected the results or 
proficiency of my research. First, in terms of my interviews and questionnaires, answers could 
have been affected by the large amount of time that elapsed between the residency (conducted in 
January 2015) and my interviews and questionnaires (conducted in November 2015). The large 
time lapse, was due to complications with studying abroad, awaiting approval from the 
Institutional Review Board, time needed to obtain personal contact information, and arranging 
times to meet for face to face interviews when all parties were in the same state. This time lapse 
could affect respondents’ memories of events or occurrences. Memory and judgment could also 
have been affected by significant events, which occurred in Israel during the lapsed time, 
including, but not limited to, a major election, Temple Mount tensions, and an escalation of 
violence. I also felt that my research, and thus possibly results, were restricted due to a lack of 
resources. I am a student conducting an undergraduate thesis, and thus have no outside funding 
or larger organization supporting my work. I was also conducting most of my post-residency 
research in a different country and therefore did not have the ability to engage in more on-
location research with participants in Israel. It would have been helpful to have pre and post 
questionnaires filled out directly before and after the residency. Also, having a more proportional 
pool of returned questionnaires could have allowed me to find more patterns in my data, and 
distinguish more differences of values based on such criteria as gender, age, ethnicity, class etc. 
Finally, due to lack of resources and IRB restrictions, I could not conduct questionnaires or 
interviews with the children involved in the residency, and had to rely on personal observations 
and observations from adults. Having more input from the participants most affected by the 
residency could have had a different effect on my data. Even more than that, it would have been 
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the most ideal to have the flexibility of time frame, to be able to conduct research over multiple 
years; especially including the first year the residency brought together the two schools.  
 In terms of choreographing, the issues I faced mostly revolved around disconnection 
from subject matter. Both my dancers and audience were largely unaffected by and detached 
from the Arab-Israeli conflict. With my dancers, while I provided them background, the 
understanding is not the same as when you live or have lived in the area of conflict and are, or 
know, people immediately affected by it. Thus, sometimes I felt that the dancers could not latch 
onto the deeper implications of what I was trying to get them to portray. Sometimes we solved 
this by relating it to issues in their own lives that they could resonate with, however this was not 
always possible. Looking back at the choreographic works I explored in my literature review, for 
those dancers, this was their reality, so their performances came across as much more raw and 
genuine. I was also working with young dancers whose training was mostly grounded in ballet, 
although the piece would fall in the category of contemporary dance. Thus, it was often a 
struggle to ask them to dance in a manner that was out of their comfort zone. In terms of the 
audience, although I stated before that the piece was successful in that I found moments that 
viewers could resonate with, whether related to the specific conflict or conflict in general, it is 
not going to have the same impact, as it would have, if performed for an audience with a full 
understanding of the conflict, and who must live with its realities. Having an audience and 
mature dancers from or in Israel could have created a much more invested creative process and 
impactful viewing experience, as well as generated more dialogue post performance.  
 It is also important to note that my own identity and personal history could have had an 
affect on how I chose to approach my research and shape my analysis. I tried to remain as neutral 
as possible, but as a Jewish American, and by spending the majority of my study abroad in 
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Jewish-Israeli towns, my opinion is inherently biased. However, I aimed to address potential for 
bias in several different ways. First, I maintained a self-reflective stance and was aware that there 
is no neutral place from which to view or analyze this or almost any intractable political conflict. 
Second, I recognized that there are multiple, subjective interpretations at play in understanding 
and analyzing political conflicts, and thus I tried to include a variety of research from a variety of 
sources in my analysis. Third, I received input from multiple advisors with varying degrees and 
relationships to the fields of conflict resolution and peacebuilding, to the Arab-Israeli conflict, 
and to the world of dance. 
 
 
Recommendations:  
Dance Outreach: 
 What is distinctive about the Minds in Motion Israel residency, as an encounter program, 
is that it is aimed at being fully inclusive. Students learn dance technique from professionals and 
have the opportunity to share their growth in a performance opportunity in front of their school 
and community. As opposed to programs such as Pierre Dulaine’s “Dancing in Jaffa”, Minds in 
Motion allows all students to participate (there is less resistance due to the fact that girls and 
boys do not necessarily have to dance one-on-one) and all students have the opportunity to 
perform (versus a ballroom setting where only a few couples are chosen as overall 
representatives). The opportunity to perform, I feel, is key to the culmination of the encounter; it 
is the chance to show that youth from the two communities truly can create something together, 
and support/depend on each other in the process. I also feel that a fully inclusive, versus 
competitive, atmosphere is again more conducive to an encounter program. This allows the 
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students to focus on what they are achieving as a whole, and not how they are competing against 
one another to achieve something more individually. However, what was important about a 
program, such as Dulaine’s, was that it provided youth more time to spend with each other, more 
time to get to know the other, and the necessity for developing a higher level of trust with the 
other. This is what Minds in Motion lacked.  
 Thus, the core of the Minds in Motion format serves as a good starting point, but in order 
to truly serve as a tool for peacebuilding, the Minds in Motion residency needs to expand in 
certain areas. First, there needs to be more opportunity for interaction between students from 
both schools, throughout the program, and not simply when they come together for the final 
rehearsal and shows. This might require the program to be extended; simply adding an extra half 
a week to a week would provide a lot more time, in an already extremely tight schedule. I would 
suggest that on the first few days, when the students are first meeting the teachers and becoming 
familiar with the Minds in Motion dance vocabulary that they have the opportunity to learn 
together in the classroom. For instance, the first day if they could come together for some 
movement-based introductory games (i.e. going in a circle and having students choose a 
movement to introduce themselves by) and learning a phrase together, I feel that would set a 
better foundation for the rest of the program. From the start, they would have the opportunity to 
recognize the involvement of the other, work together, and begin to establish similarities. This 
would require extra organization, because students would have to be transported to the other 
school, however it need not be every class at once. If classes even had the opportunity to meet 
only twice (once going to one school and once going to the other), before the final performances, 
that could enhance the potential of the residency. 
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Relationships could also be developed and strengthened by including more of the arts, 
language, or play based activities the students had the opportunity to become involved in after 
the residency. Perhaps, some of these could also be added (maybe after school) throughout the 
course of the residency. In addition, if the resources were to be available, the idea to have this 
residency occur bi-annually in the school year could also make the program more successful. 
That way, students could build on where they left off, in the dancing, individual growth, and 
understanding of the other, while already being familiar and comfortable with the program. 
Lastly, I think it is extremely important to establish equality within the residency. Minds in 
Motion took great steps toward this by having the final performances at both schools, and slowly 
building the number of classes involved at Al Salaam. If there was a way to eventually make the 
number of classes involved at both schools even that would be ideal, and if the program was 
expanded to another set of communities, there could be an opportunity to start from the 
beginning with a more proportional distribution. It would also be interesting and beneficial from 
a research standpoint, to have the opportunity to conduct this study with schools and 
communities that are encountering the program for the very first time.  
It is also important to note that for this coming year’s Minds in Motion Residency, there 
will be a more comprehensive study conducted on its effect and potential by The Myers-JDC-
Brookdale Institute. Based in Jerusalem, the independent institution focuses on issues such as, 
aging, health policy, children and youth, disabilities, employment, promoting quality, learning 
from success, system-wide impact, pre-k – higher education, the Arab population, immigrant 
absorption, and international cooperation.128 Their report on the Minds in Motion residency will 
hopefully be released in the near future, and this would ideally lead to opportunities for further 
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development of the residency, and further proof of the attributes of dance in the field of 
encounter programs and peacebuilding.  
 
Choreography:  
 As I stated earlier, the biggest hindrances in my choreographic process and pursuits was 
the distance and lack of connection to the subject matter. In some ways this afforded me the 
opportunity to have a purely clean slate, working with dancers who rarely had preconceived 
notions or sentiments toward either side. However, it would be interesting to see if my 
choreography could have a larger impact, or generate more dialogue, if my dancers and audience 
were based in Israel/Palestine. If I approached this again in the future, I would like especially to 
work with dancers who are more aware/affected by the conflict, so that the choreographic 
process could be more engaged; it would be especially intriguing to work with dancers from both 
sides of the conflict. I would like not only my ideas, but also my dancers’ ideas, to contribute 
toward the work. The choreography and the choreographic process itself could then function as a 
form of dialogue and not simply a catalyst to begin conversation. It would also be interesting to 
pursue further artistic collaboration, especially in terms of collaborating on music. Finally, in this 
work, I focused on the broader themes of conflict, and attempted to cover a large field of subject 
matter. In a future work, I would like to focus more intensely on one isolated aspect of the 
conflict, possibly even explore a few selected personal narratives. I worry that focusing on broad 
themes can sometimes make it hard to truly connect to an audience. Following one, or a few, 
people’s stories might make the choreography more relatable, and thus generate a more resonant 
performance experience.  
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Conclusion:  
When approaching ongoing conflicts as complex, multi-faceted, and intractable as the 
Arab-Israeli conflict, there is no one right answer and no one simple method. Thus, it is 
necessary to explore all available avenues, and especially essential to pursue the path less 
traveled. In recent years, the fields of conflict resolution and peacebuilding have embraced the 
arts, with their innate cultural connection and value, and unique ability to cross national, ethnic, 
religious, and racial boundaries. This thesis aimed to address the specific value of dance, as both 
a choreographic tool and an encounter tool, for raising awareness of conflict and initiating 
peacebuilding. Despite its historic presence and deep-rooted value in defining the narratives of 
both peoples, dance was only largely embraced as a choreographic tool to approach conflict in 
Israel, in the last two decades, and dance outreach initiatives are still barely visible. Yet, dance, 
with its innate ability to tackle human relational and psychological challenges, presents itself as 
an ideal vehicle for transforming conflict. It is especially distinctive due to its ability to defy 
language barriers, reconstruct narrative, build awareness and discipline of the body in space and 
in relation to others, develop trust, confidence, and tolerance, create a platform for generating 
shared experiences, and provide an opportunity to engage in a full body experience, versus solely 
verbal experience. Choreographers can latch on to their responsibility as artists, and use their 
artistic voice to not only raise awareness but also create opportunities for redefining the other 
and reconstructing ingrained narratives or stereotypes. In the safety of the alternate reality they 
create, there is room to unveil the taboo, and allow for a shifting in perception, that is not always 
available under the constraints and pressures of daily life, or the structure of the debate table. 
Meanwhile, in dance outreach, we saw the enormous potential of programs like the Minds in 
Motion residency, which offered opportunities for individual growth, a safe space for encounter, 
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and the opportunity for both communities to create and share something together. Schools and 
communities, in areas of conflict, should take note of dance outreach programs, and obtain the 
resources to tap into their potential, in order to create long-term programs that could construct a 
broader, more enduring impact. Most importantly, dance is significant because it is visceral; 
movement, expressing oneself through the body, is a primal response. And in a deep-seeded 
conflict such as this, it is important not to lose connection to the basic human struggles that 
originally defined it. By engaging with conflict and peacebuilding through dance, we can dig 
past the excess and reconnect with the roots of the problem, and identify small, yet meaningful 
solutions, to move toward resolution at an individual and communal level.     
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Performance Footage Referenced: 
Archive. Choreographed by Arkadi Zaides. Israel. YouTube.  
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Love Story, Palestine. Choreographed by Yoshiko Chuma. LaMama, Ramallah. 2012. Vimeo. 
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Appendix A: Consent Form, Questionnaires, and Interview Questions 
Consent Form:  
CONSENT BY SUBJECT FOR PARTICIPATION IN RESEARCH PROTOCOL 
Research Project: The Political Dimensions of Dance: Conflict Resolution and Peacebuilding Capabilities in the 
Field of Dance  
Investigator: Alexandra Zaslav 
I, ____________________, hereby consent to participation as a subject in the above named 
research project, conducted under the direction of the above named person at Butler University. 
My consent is given of my own free choice without undue inducement and after the following 
things have been explained to me.  
1. Nature and Duration of Procedures.  
This research constitutes my final research project for my undergraduate degree. The 
purpose of my study is to inquire as to how dance can be used as a tool for conflict resolution 
and as a vehicle for building a culture of peace. Specifically, I am using this study to determine 
the possibilities for engaging dance outreach programs effectively in peacebuilding efforts within 
areas of conflict. Participation in this study will require you to complete an questionaire via 
email lasting approximately ten to fifteen minutes. You will be asked questions pertaining to the 
“Minds in Motion” program and its residency with Beit Yitzak and Al Salaam.  
2. Potential Risks and Benefits  
There are no known risks or discomforts associated with this research. Your participation in this 
project is entirely voluntary. The questions are open-ended; you are free to also bring up topics 
not included in the list of questions, as well as free to decline answering a question. You are free 
to decide not to participate in this study or to withdraw at any time. Upon your request to 
withdraw, all information that I have collected pertaining to you will be destroyed. If you choose 
to participate, all information will be held in confidence. 
I have had the opportunity to ask questions concerning any and all aspects of the project and my 
questions have been answered. I understand that participation is voluntary and that I may 
withdraw my consent at any time without prejudice to me. Confidentiality of records concerning 
my involvement in this project will be maintained in an appropriate manner. A copy of this 
written consent has been given to me. I understand that if I have any questions concerning this 
research, I can contact the Investigator stated above.  
___________________________________ _____________________  
Signature of Subject     Date  
___________________________________ _____________________  
Signature of Investigator    Date  
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Parent Questionnaire:  
Name (םש): 
Age (ליג):    
Nationality (תוחרזא):   
Date (ךיראת):    
 
1. Where are you from?   
 ןכיהמ התא  
 
2. What is your role in relation to the Minds in Motion Program? 
המ דיקפתה ךלש תינכותב 
 
3. How many residencies have you been involved with? 
םא המכ םישנא התא דבוע תבתינכו 
 
4. What value do you believe the Minds in Motion program has here in Israel, and 
specifically to your community and school? 
והמ ךרעה לש תינכות וז  לארשיב טרפ טבהב לש הליהקה/תיב רפס 
 
5. What do you find valuable, or not valuable, in participating in it with the other school? 
וליא תויוכיא התא אצומ הדובעב ודחי תינכותב וז םע תיב רפס רחא? 
 
6. Did you notice any change in your children over the course of the program, or following 
the program in regards to: confidence, tolerance, attitude toward school, attitude toward 
dance, general behavior)? 
םאה תנחבא יונישב לכ אוהש ךשמב קרפ ןמזה לש תינכותה השיגב לש םידליה תיבל רפסה, לוחמל, יוניש 
תוגהנתהב תיללכה, ןוחטיב תונלבס ׳וכו?  
 
7. In what ways, if any, did you prepare your child for participating with the other school? 
 הזיאב םיכרד תנכה תא םידליה תארקל שגפמה םע תיב רפסה ינשה? 
 
8. Did your child discuss with you the experience of dancing with children from the other 
school, and if so what was their reaction to it? Do you remember any change in their 
attitude toward the students from the other school over the course of the program? 
םאה דליה חחוש ךתיא לע ויתיווח שגפמהמ םע םידליה תיבהמ רפס ינשה? 
הדימב ןכו, םאה התא רכוז ותשיגש התנתשה ךלהמב תינכותה?  
 
9. Did students participate in activities with the other school, after the residency was 
completed? What type of activities did they engage in, what was the focus, and do you 
feel that the dance performance better prepared them for these activities?  
םאה םידימלתה ופתתשה תויוליעפב תורחא םע םידימלתה םירחאה תיבמ רפסה ינשה? הדימב ןכו וליא ויוליעפת 
תורחא? םאהו העפוהה הניכה םתוא הרוצב תיבטימ תויליעל וליא? 
 
10. What was it like to observe the final show? 
המ התייה השגרהה ךלש ןמזב עפומ םויסה? 
 
11. What would you like to see happen in the future with this residency? 
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וליא םירבד התא הצור ושחרתיש דיתעב תרגסמב נכותתי וז? 
 
Teacher Questionnaire:  
Name (םש): 
Age (ליג):    
Nationality (תוחרזא):   
Date (ךיראת):    
 
1. Where are you from?   
 ןכיהמ התא  
 
2. What is your role in relation to the Minds in Motion Program? 
המ דיקפתה ךלש תינכותב 
 
3. How many residencies have you been involved with? 
םא המכ םישנא התא דבוע תינכותב 
 
4. What value do you believe the Minds in Motion program has here in Israel, and 
specifically to your community and school? 
והמ ךרעה לש תינכות וז  לארשיב טרפ טבהב לש הליהקה/תיב רפס 
 
5. What do you find valuable, or not valuable, in participating in it with the other school? 
וליא תויוכיא התא אצומ הדובעב ודחי תינכותב וז םע תיב רפס רחא? 	  
6. What changes did you see in the students over the course of the two weeks? 
וליא םייוניש ושחרתה לצא םידימלתה ךלהמב םייעובשה לש תינכותה? 
 
7. Did you see any change in the classroom (i.e. student behavior, attention, attitude, 
confidence etc) during the course of the program or as a result following the end of the 
program? 
םאה ויה םייוניש התכב ךלהמב ךשמ ןמז תינכותה? ( םייתוגהנתה, םייזוכיר,יידומילם…) 
 
8. What were the students’ attitudes towards the program, and did it change over the course 
of the two weeks? (i.e excited, apprehensive, dislike, like) 
המ םידימלתה היה שגרה לש םידימלתה יפלכ תינכותה  םאה תיאר ייוניש ךלהמב קרפ ןמז תינכותה? (ובהא, 
ושגרתה..)   
 
9. How did you prepare the students for participating with the other school? 
דציכ תנכה תא םידימלתה שגפמל םע םידימלתה תיבמ רפס ינשה? 
 
10. What were the students’ attitudes toward the students from the other school? 
המ התייה השיגה לש םידימלתה ייפלכ םידימלתה לש תיב רפסה ינשה? 
11. Did students participate in activities with the other school, after the residency was 
completed? What type of activities did they engage in, what was the focus, and do you 
feel that the dance performance better prepared them for these activities?  
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םאה םידימלתה ופתתשה תויוליעפב תורחא םע םידימלתה םירחאה תיבמ רפסה ינשה? הדימב ןכו וליא תויוליעפ 
תורחא? םאהו העפוהה הניכה םתוא הרוצב תיבטימ תויליעל וליא? 
 
12. What was it like to observe the final show? 
המ התייה השגרהה ךלש ןמזב עפומ םויסה? 
 
13. What would you like to see happen in the future with this residency? 
וליא םירבד התא הצור ושחרתיש דיתעב תרגסמב תינכות וז? 
 	  
Principal Questionnaire:  
Name (םש): 
Age (ליג):    
Nationality (תוחרזא):   
Date (ךיראת):    
 
12. Where are you from?   
 ןכיהמ התא  
 
13. What is your role in relation to the Minds in Motion Program? 
המ דיקפתה ךלש תינכותב 
 
14. How many residencies have you been involved with? 
םא המכ םישנא התא דבוע תינכותב 
 
15. What value do you believe the Minds in Motion program has here in Israel, and 
specifically to your community and school? 
והמ ךרעה לש תינכות וז  לארשיב טרפ טבהב לש הליהקה/תיב רפס 
 
16. What do you find valuable, or not valuable, in participating in it with the other school? 
וליא תויוכיא התא אצומ הדובעב ודחי תינכותב וז םע תיב רפס רחא? 
 
6. What has the response to the program been like from parents, kids, and staff? 
וליא תובוגת תלביק םירוההמ, םידלי, תווצ היהש ברועמ תינכותב? 
 
7. What changes did you see in the students over the course of the two weeks? 
וליא םייוניש תנחבה םידימלתב רשא וחקל קלח תינכותב וז ךשמב םייעובשה לש תינכותה? 
 
8. What issues have you faced with integrating the program into two weeks of your school 
year? (i.e. possibly funding, scheduling, or parent/child opposition) 
םא וליא םירגתא תצלאנ דדומתהל םתיא רשאכ םתסנכה תא תינכותה חולל םינמזה תיבה ירפס (אמגודל: יישק ומימן, 
יצוליא ןמז, םירוה םידגנתמ) 
 
9. Did students participate in activities with the other school, after the residency was 
completed? What type of activities did they engage in, what was the focus, and do you feel that 
the dance performance better prepared them for these activities?  
םאה םידימלתה ופתתשה תויוליעפב תופסונ רחאל תינכותה םע תיב רפסה ינשה ? הידמב  ןכו םהמ ויה ןתוא תויליעפ ?  
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םאה התא בשוח העפוההש תפתושמה ןהלש הניכה ןתוא הרוצב הבוט רתוי תויוליעפל וליא? 
 
10. What was it like to observe the final show? 
המ תייהה השגרהה ךלש ןמזב עפומ םויסה? 
 
11. What would you like to see happen in the future with this residency? 
?וז תינכות תרגסמב דיתעב ושחרתיש הצור התא םירבד וליא 	  
 
 
Visionary Interview Questions: 
 
Name: 
Age: 
Nationality: 
Date: 
 
1. Where are you from? 
2. What is your role in relation to the Minds in Motion Program? 
3. What are the values you see in the Minds in Motion program? 
4. How did the idea for this residency in Israel develop? 
5. How has it grown/changed over the years? 
6. How has having the two schools changed/reshaped the program? 
7. Do you think the Minds in Motion program is important to these particular communities, 
and if so why? 
8. What are some complications you have faced in establishing, organizing, funding, and 
expanding the program each year? 
9. What are some of the responses you have heard/experienced from people in Qalansuwa, 
Emek Hefer, and Richmond in regards to the program? 
10. What was it like to observe the final show? 
11. What would you like to see happen in the future with this residency? 
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Dance Instructor Interview Questions: 
 
Name: 
Age: 
Nationality: 
Date: 
 
1. Where are you from? 
2. What is your role in relation to the Minds in Motion Program? 
3. What are the values you see in the Minds in Motion program? 
4. How many MIM Israel residencies have you been involved with? 
5. How has the experience changed over the years you’ve taught in the program: (schedule, 
schools, goals, values, etc)? 
6. How has having the two schools changed/reshaped the program? 
7. Did you face different challenges at the different schools? 
8. What changes did you see in the students over the course of the two weeks? 
>Did you notice an increase in confidence, openness to trying new things, development 
in understanding of dance? 
9. Did you notice any moments of interaction between the students from Al Salaam and Beit 
Yitzak when they came together in the second week? 
10. What are some complications you find in teaching dance in these communities? 
11. Do you think the Minds in Motion program is important to these particular communities, 
and if so why? 
12. When you plan the choreography/choice of music for this residency do you try and 
incorporate themes aimed at tolerance or peace? 
13. What would you like to see happen in the future with this residency? 
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Appendix B: Minds in Motion Residency Photos and Video Footage 
 
Video montage available at this link:  
 
https://youtu.be/eFDU68L0PHs 
 
 
Pictures from an art project conducted by the two schools post-residency: 
 
 
 
 
 
 
 
 
 
Pictures from rehearsals: 
 
 
Pictures from the final show: 
 
 
 
 
 
 
 
Zaslav 92 
Appendix C: Choreography – Final Performance Footage 
 
Video available to be checked out with this thesis at Butler University Library, or by accessing 
the following link:  
 
https://www.youtube.com/watch?v=7al_PdjEATY 
 
• Collaborators (in conjunction with the JCA grant):  
Abraham Sheckels – Set Design 
Karina Milvain – Costume Design  
• Lighting Design: 
Cathy Sipe  
• Music: 
Balkan Beat Box 
Eastview H.S. Choir   
• Dancers: 
Ashley Thopiah  
Ben Shepard 
Brian Bennett 
Fiona Huber 
Gaby DenBlanken  
Hollie Haruka Rudolph 
Holloway Bird 
Jessie Philbrick 
Joel Morin-kensicki  
Kahari Moore 
Madeleine Lucchetti  
Madeline Gambino  
Royal Hartwig 
 
